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PREFACE 

The greater part of the following inTestigatioii was pre- 
sented to the Graduate School at the University of Wiscon- 
sin, 1916, in partial fulfillment of the requirements for the 
degree of Doctor of Philosophy. I take this opportunity 
to acknowledge my indebtedness to Professor A. R. Hohlfeld 
and Professor E. Feise of the Department of German, and 
to Professor J. E. Olsen of the Department of Scandinavian 
Languages for their valuable suggestions and generous sup- 
port. 

Monthly journals published in Germany during the years 
1870-1900 have been the chief source of material. Certain 
very desirable magazines, such as Wettermannt Monatihefte, 
Deutsche Revue, Die Nation, Die Zvkwnfi, among others, 
were inaccessible. BiiJine und Welt and Literariscket Echo, 
for example, were omitted because not issued until the very 
close of the period. 

Table B presents a list of books and essays which ap- 
proaches completeness for the years in question. In no few 
instances, it is to be regretted, the present misfortune of 
Europe permitted no further familiarity with the publica- 
tions than their mere bibliographical data. 

A third important source of material is practically only 
within reach of those having access to the libraries in Ger- 
many. I mean the files of daily newspapers. Fhilipp 
Stem's little volume, however, quotes freely from the Berlin 
dailies, and irom these, as well as from other references to 
similar sources, I conclude that the ultimate impression of 
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the investigation vould scarcely be changed, except, periupa, 
that the negative §ide of the controversy were more em- 
phatically repres^ited. The articles in the newspapers were 
usually struck off at white heat, r^ecting the reaction of 
the moment; those in the journals profit by more or less 
deliberation. 

If the opposition seems to be unduly stressed by the quota- 
tions in the succeeding pages, this is not to be attributed 
to any predilection of the investigator for that point of 
view. The positive infiuence of Ibsen is to be sought pri- 
marily in the creative literature of the time, and its testi- 
mony is abundant and eloquent enough. While the older 
generation and its supporters battled the new with words, 
the latter, as is always the case, was engrossed in practice 
rather than in verbal eloquence. In this practice Ibsen and 
the German appreciation of him are vindicated — if that is 
at all necessary. 

In preference to paraphrasing various comments of a 
critical nature, I have given them verbatim. I have had two 
reasons in mind for such procedure: first, this method pre- 
sents exactly what was written and allows immediate contact 
with the critic's point of view; second, the records them- 
selves aid the reader to reconstruct the spirit of the epoch, 
das Ktdturhiatoruche, which would be less tan^ble in my 
own and briefer phraseology. 

I have translated all citations because I hoped the thesis 
would be of interest to some who know little or nothing of 
the German and Norse idioms. For any who might desire 
the original statements, and I realize how acceptable they 
will be to some, I have included them in the Appendix. 

The translations have been made with much care. An 
occasional word or phrase, it is likely, may have been better 
rendered (for those who know, the originals are at hand), 
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yet I feel the discrepancies will hardly he numerous or seri- 
ous enou^ to impair the investigation as it reads. 

Ibsen's ideal was revolutionary, — his goal, a humanity of 
ennobled character. He made demands that the young 
generation in Germany endeavored to fulfill. He exercised 
a magic and compelling power even upon those who ener- 
getically and conscientiously resisted him. But in all there 
was renewed a strength and faith — a faith in themselves 
to solve the problems of hfe in their modem confusion and 
complexity. 

If I have succeeded to a moderate degree in presenting 
fairly the struggle between the " Northern Sphinx " and his 
younger German contemporaries, I shtJl be willing to forget 
the difficulties under which the attempt was made. 

W. H. E. 

Vanderbilt Univeraity 
Nashville, Tennessee 
Spring, 1918 
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IBSEN IN GERMANY 

CHAPTER I 

THE OESMAN IISAUA, 1870-1885 

THE history of German literature during the last thirty 
years of the ninete^ith century is in a great measure 
the record of a revolution. Qiaracteristic of revolutionary 
movements is their protest against existing grievances, real 
or imagined. These occupy the minds of the revolution- 
ists to the exclusion of, at the expense of, what is com- 
mendable in the old pfigime, — a procedure which experience 
has proved practical. Ignoring, therefore, willfully or 
through ignorance, what had been accomplished in belles 
lettres of the first rank, the recent German revolutionists 
joined forces against current taste, against those authors, 
mainly, whom the general reading public proclaimed rep- 
resentative of the day*8 art and culture. 

It was not only in the popular writing of the time, how- 
ever, that the effect of the uprising was felt. It cut athwart 
the natural growth of serious letters, hastened the develop- 
ment o^ their realistic tendencies, and left an indelible im- 
press. 

From the historical vantage ground of to-day some of the 
unfortunate results of forced development are apparent. 
An undisturbed unfolding of innate talent, though no absolute 
assurance against sickly and ephemeral outgrowths, may 
have yielded happier and more permanent products. As 
11 
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IX Ibwn *n Germany 

it happened, foreign branches were propagated upon a par- 
ent German stem, and there grew side by side with the less 
gratifying fruits others of exceptional size and beauty, the 
more luxuriant for the grafting. 

That was the situation, which must be kept in mind in 
perusing the succeeding pages that take into account primar- 
ily the noisy and eahent features of the literary conflict. It 
will be of interest to note first the status of the drama, the 
chief concern of this treatise, during the seventies, the decade 
prior to the upheaval. 

Richard Wagner (1813-1883), in whom German romanti- 
cism achieved a brillant, though somewhat belated, culmina- 
tion, is probably the moat considerable figure in the German 
drama since Goethe. The romanticists had perceived what 
they had believed to be the essential relation between music 
and poetry. This thesis Wagner was to demonstrate by add- 
ing dramatic depth to the traditional opera and by incor- 
porating music into the literary drama. Wagner wrote his 
hbretto, then elaborated, deepened, and completed it by com- 
posing a musical accompaniment. Neither the text nor the 
music was in itself an end. They were means toward a com- 
bined effect, toward a higher unity, which for want of a bet- 
ter term Iuls been designated music-drama. 

It was not until the seventies, althou^ the greater part of 
his work had been done about twenty years earlier, that 
Wagner attained the recognition he deserved. Without 
considering to what extent Wagner's niusic-drama« did or did 
not reflect the spirit of the time, the fact remains that the 
success of his genius, as will be noted directly, was the one re- 
deeming feature of the German stage during this decade. 

The literary drama was at an ebb. Germany was experi- 
encing a cultural revolution; it was the time of the so-called 
" Griinderjahre," of the pursuit of wealth and luxury. The 
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circus, the operetta, and vaudeville competed all too succesg- 
fullj with the drama of the purely literary type. 

To offset the dearth ^ of home production, the German 
theaters opened their doors to foreign plays. At Vienna and 
Leipsic the French piice des moewrs wa* introduced to the 
public, with the result that Scribe, Sardou, Augier, and 
Dumas fls soon occupied the stage. 

fieginning with La Dame aux CamSliaSy 1852, Dumas fU 
( 1824-1895) had written a series of plays dealing with monde 
and demir^nonde, Hie unscrupulous upper circles of Paris in 
their luxury and moral turbidity were contrasted with the 
fallen women and adulteresses in their unmerited misfortune. 
The plays were skillfully wrought, witty in dialogue, and re- 
plete with esprit. 

Conceding that the piice dei moewB was, perhaps, morally 
detrimental, it had at least two commendable and far reach- 
ing influences upon the German drama, not to mention the 
dramatic literature of the rest of Europe. It extended the 
scope of subject matter. It taught not a little in technique. 
In theory naturalistic, the play of manners prepared the 
way for naturalism proper. 

The creative work in the German drama immediately aris- 
ing out of the French influence unfortunately embodied all 
tiie weaknesses of the models conjoined to additional short- 
comings of its own. Nowhere were the excellencies of the 
well-made play attained. 

The situation is best exposed in the dramatic writings of 
Paul Lindau (1839-). The disreputaHe social oirdes are 
presented as respectable. Frivolity abounds. The objec- 
tionable is suggested. Cheap wit and citations for effect are 
characteristic. Questions of the day, though alluded to, play 

iLndwlg Anaengruber was, as yet, no factor In titCkKlr life. If he 
WW koowlii, Uh rtago rcoudnea toffifftzttet to Un- 
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no intrinsic part in the dramas. In general, however, Lindau 
grows more realistic ; in his Maria and -Magdalene, 1872, 
there is a suggestion of Sudermann's Magda (Heimat), IS9S. 
The way for the new movement was being prepared. 

The unnatural and degenerate condition of the drama 
was corroborated by the art of the theater. The plays 
of Goethe and of Schiller were still presented out of a feeling 
of propriety, or for the purpose of offering some traveling 
" star " a r6Ie in which he might appear to advantage. Any- 
thing not conducive to an immediate outward effect was elim- 
inated without scruples of any kind. There seemed to be 
no desire to enter into the spirit of the masterpieces. 

The theater managers blocked admittance to the more am- 
bitious dramatists. Rarely did plays that rose above the 
niveau of mediocrity attain a sympathetic presentation. 

This quite deplorable picture was relieved by a single high 
light. In 1874, the court players of the Duke of Meiningen 
began to tour Germany with the sta^ng at Berlin of Shaks- 
pere's JuUut Ca»ar. Their purpose was to recreate the spirit 
of each individual drama, employing for this purpose the 
available means of modem staging and presentation.- Con- 
scientious veracity was observed in the minutest details. 
The older and best known plays were supplied with a new 
charm; instead of detracting from them, the elaborate set- 
tings enhanced their effectiveness. 

The actors were compelled to place themselves at the dis- 
posal of the work of art. There were no " stars." £ach 
actor was prepared to play any r&le assigned to him, no mat- 
ter if it was the stellar rdle or the most insignificant one in 
the drama. 

That the plays of Shakspere and of Schiller profited most 
by the Meininger system is obvious. Fortunately, however, 
the Meininger did not confine ihanselves to the tradition^jr 
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The German Drama, 1870-1885 15 

accepted classics; Ibsen, BjomBon, and other modems were 
not excluded from the repertory. 

Thus, as before in the history of German hterature, con- 
ditions were such that an impulse from without seemed Im- 
perative to reanimate indigenous production. Ernst von 
Wildenbruch (1846—1909), who must receive attention later, 
failed to rise above the epigonous literature of his day. 
Ludwig Anzengruber (1839-1889) remained comparatively 
unknown; he was, furthermore, soon overtaken by the new 
naturalistic school and left behind. The rejuvenation of the 
German drama was postponed until Zola, Tolstoy, and, above 
all, Henrik Ibsen loomed large upon the hterary horizon. 

:^adie Zola (1840-1892), in Meg hainei, defines a work of 
art as a part of nature seen athwart a temperament; " Une 
eeuvre d'art ett vn com de la creation o» & travert tat tem- 
pSrament." There is nothing revolutionary or particularly 
new in this definition. In fact it was not Zola's purpose to 
be new, but, rather, to be consistent. Truth, to make the 
most of truth, was his motto and aim. That which tends to 
truth he considered good. Of the thousands of pages he 
wrote, he withdrew nothing. If they have certain vices, he 
hoped these might do good in serving as a lesson. Zola op- 
posed classicism and romanticism with equal vigor, ascribing 
to both the decoration of the truth, though each in its own 
manner. Truth needs no decoration. 

It was Zola's endeavor to portray the general and funda- 
mental characteristics of humanity. He worked to repro- 
duce mankind in its totality. Heredity and environment 
(milieu) explain existence; they are the thread that leads 
mathematically from one individual in society to the other. 

Although Balzac (1799-1850) and Flaubert (18S1- 
1880), as forerunners, had unconsciously incorporated the 
teachings of Darwin into literature, Zola was the first to do 
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BO purposely. Up to this time a writer would have pre- 
sented without scruples any individual entirely separate from 
his forbears and his surroundings. The teaching of free-will 
had purported nothing more nor less than that each individ- 
ual chose and directed his own career in life. If the educa- 
tion and the environment of a character were described, it was 
primarily because that character had to be born and grow 
up some place, because he had to hare a mother and a 
father, very likely, some neighbors and acquaintances, per- 
chance, an aunt or an uncle. 

Now this was changed. Experiment and observation, the 
essentials of natural science, became the method of literary 
production. A part, a section, of actuality was chosen as 
the object of the investigation, and registered in detail. 
Everything was considered of equal importance; nothing 
escaped. Literature was endued with a new seriousness and 
veracity ; it was to be more than entertainment for moments, 
or hours, of leisure. 

In his practice, however, Zola did not confine himself 
within the limits of his theories. Imagination and fancy are 
not wanting. Symbolism enters as the unifying element. 
Thus, although adverse to romanticism, Zola is akin to it. 

Zola's " experimental " novels (let romant expMmemtaux) 
became known in Germany early in the ei^ties, and subse- 
quently they exerted a great influence both in theory and 
practice. Their popularity, on the other hand, was of short 
duration only ; it was eclipsed by the works of the Russians, 
of Leo Tolstoy (1888-1910) and Feodor Dostoevski (18S1- 
1881). 

Tolstoy was most concerned with the question of life, — 
the question which neither science nor art had answered. For 
such intelligence as left the great problem unsolved, the Rus- 
sian thinker had little reverence and less respect. In the 
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faith of the masses Tolstoy rediscovered man's relation to the 
Infinite. But faith had grown old and feeble except among 
the simple folk, among the toilers and lahorers. Among 
them odIj, therefore, could life still have significance. 

Like Rousseau, Tolstoj would return to nature, where, 
freed from the limitations of education, culture, and caste, of 
personal possession and wealth, man might again behold 
God's creature in his fellow being. Far from the city, where 
all evils of modem civilization are augmented, where passion 
of greed, of power, of desire, efface the image and likeness of 
Deity, must man live and learn to help his fellow man. No 
need then of state or church. 

It was not the individual himself who solicited Tolstoy's 
interest; to him there was no hero. The existence of the 
mass, life in its totality, its elementary and impersonal 
aspects, was the matter of importance. The relation of one 
happening to another, the inter-relation of man and occur- 
rences, of man and man, — this became the theme and con- 
tent of Tolstoy's art. 

Tolstoy made preparations for a new dispensation op- 
posed, on the one hand, to current positivism and natural- 
scientific philosophy, on the other, to established theology. 
Like Ibsen, the Russian prophet demanded a profound revo- 
lution in the practical, the social intercourse of humankind. 
Then, alone, could the sun of a brighter and better Welta^tr 
tchoRinng renew the earth. 

Dostoevski's interests were similar to those of his com- 
patriot, embracing the social, the political, ethical, testhetic, 
and religious activities of man. All the great problems that 
agitated Europe at the time are to be found in Dostoevski. 
He had a passion for ideas. 

Like Zola, Dostoevski painted in detail, though the milieu 
remained subordinate to the psychological analysis of char- 
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acter. In these psychological labyrinths of character and in 
his sincere sympathy for the proletariat are to be found the 
explanation of his especial appeal to the Germans. 

As Zola had given way to them, the Russians nov receded 
before the Scandinavians, Bjomstjeme Bjomson (1832- 
1910) and HenHk Ibsen (1828-1906.) 
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CHAPTER II 

BJOENSTJEKNE BJOKNSON 

BJORNSTJEKNE BJORNSON, except in Norway, 
has fared the way of most individuals, who, appearing 
on the eve of a new epoch, are overshadowed, perhaps entirely 
absorbed, by the great representative personality in which 
the epoch seems to culminate or crystallize. Like Christo- 
pher Marlowe, Bjomson came too soon; he was thus denied 
the psychological moment which his compatriot was destined 
to profit by. Therefore, althou^ a leader ' in the treatment 
of many new subjects, it was not for Bjomson to stamp 
directly with his impress the general dramatic literature of 
his day. 

The romantic movement in Scandinavia, — the luxuriance 
and sonority of Oehlenschlager (1779-1850), the degance 
and grace of Henrik Hertz (1798-1870), Had engaged 
Northern sympathy and interest to such a degree that its in- 
fluence remained potent long after the middle of the cen- 
tury. The natural bent for the simple and primitive had 
been enfeebled, even perverted, to such an extent that the 
newer literature, which purposed a return to the common, 
real, and actual thoughts and experiences, met with violent 
opposition. The current romantic and poetic taste seemed 
indelible. 

1 Compare Th» mewly-Married CjowpU (1965) with Ibsen's A DolPi 
HoMt (18T8) and Rotmeriholm (1886). Also, A Bankruptcy (18T5) 
with Ibsen's FHlari of Society (I87T}, An Enamy of the PtopU (1989), 
John Qabriel Borkman (1S96); Becque's The Rav»n» (1869); Mir- 
beau's Bu*in»ti it Btuineti (I9ra); Barker's Tht Voyiey Inh»ritait«* 
(IWM). 

10 
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In those days (after 186D) the hberal part; of the three 
Scandinavian countries was favorably inclined to the peasant 
in hterature, that is, to the peasant in the abstract, hence any 
literature celebrating him was certain of a cordial reception. 
The concrete peasant was still generally unknown. 

The educated classes of the larger cities had, moreover, 
gradually grown too critical to accept the extravagances of 
romanticism in toto. There was, without doubt, even a 
weariness of the highly refined emotional and intellectual life 
of the past age. Also to these circles of society, therefore, 
the peasant literature in its novelty and charm made an 
appeal. 

Bjornson was peculiarly adapted to expound the life of the 
peasant classes. As a man of intellect and sentiment, he was 
consciously their superior only in his artistic genius. He 
shared their views of human life. In Syrmove Solbakken 
(1867) and in Ame (1858), for example, the Norwegian 
people rediscovered their own characteristic traits and yearn- 
ings. In remarkable artistry thase short stories combined 
lyric and idyllic features with others of commonplace and 
blunt reality. Thus was provided a natural and acceptable 
step toward the developing literary method of realism. 

BjSmson's tales of peasant life were followed by lyric 
poetry and dramatic writings. The earlier dramas, begin- 
ning with Betmeen the Battlet (1857), deal with historic sub- 
ject matter. They are characterized by their poetry, rather 
than by any technical perfection. 

In 1865, however, in The Nemly-Married Coupfo {De 
Nffffifte) the dramatist seized upon a theme directly out of 
the actual modem conditions which surrounded him. The 
characters which he portrays are of the poet's own time, of 
his own sphere of culture. Although not entirely successful, 
the undertaking was a bold and significant one; ' 
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The motive which Bjomson chose was as interesting as it 
was original. It was nothing more nor less than the psycho- 
logical study of the experiences of a. young woman who leaves 
the home of her parents for that of her husband, in short, the 
transformation from dauj^ter to wife. The theme was not 
free from hazard, and the treatment of it presented difficul- 
ties enough, especially in a time which was accustomed to feel 
that poetry should keep itself aloof from the everyday. 

At this time Bjomson was still sufficiently a child of his 
age to be satisfied with a poetic generalization. The sup- 
pressed and indirect treatment of the subject, discarded as 
paggS to-day, served then to enlist the sympathy of the pub- 
lic. There is really not much of an attempt to adequately 
unravel the individual psychological proUems which the 
theme offers. The dialogue, too, removes the play from real- 
ity. Yet in spite of the conventions and concessions, the lit- 
tle plaj VS8 a discreet beginning. 

Early in the 'seventies a new literary movement began in 
Denmark which quickly spread into Norway. Soren Kierke- 
gaard (1813-1856) had filled the air with ideas of psycho- 
logic experiment, observation, and essay. Now Herbert 
Spencer, I>arwin, John Stuart Mill, Hippolyte Taine, Max 
Miiller, current on the continent at least a decade earlier, 
entered the intellectual, literary, and religious life of the re- 
ceptive Norwegians. Bjomaon's earlier inclination toward 
realism received an emphatic support and impetus. He de- 
termined to embody the new thought in dramatic form. HiB 
first success in the locial drama was Tlie Editor (1874), a 
rather uncertain and encumbered product of the new oi^er. 
The next endeavor, A Bamkruptcy, 1875, was far more suc- 
cessfuL* 

1 Tbe third great dremotist of the North, August Strlndberg, pnts the 
situation eondiaelf I 
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A Bankruptcy was the first attempt in Scandmavian liter- 
ature to expose the domestic life of a family and to detect a 
dramatic conflict in everyday existence. It was entirely new 
for a dramatist to deal seriously with the common-place theme 
of business and finance. Although dismissed by the critics 
of the time, the play experienced a speedy success not only 
in Scandinavia, but in other European countries as wdl. 

Unless Ibsen's drama of political satire, The hea^ae of 
Youth (1869), be included in the hst of locud dramas, there 
is no question that Bjomson anticipated his rival by two 
dramas of this nature, at least. The League of Youth, more- 
over, was not a little influenced by The NeyAy-Married 
Couple. The story of Ibsen's and Bjomson's reciprocal in- 
fluence is a remarkable i^enomenon in the history of the 
modem drama. It was usually the latter's versatile and 
enthusiastic mind that made a new discovery which the for- 
mer's severe and persistent mentality perfected.^ 

After 1877, the year in which Ibsen's PSlari of Society 
appeared, the growing vogue of Ibsen almost completely in- 
undated Bjomson although he continued to produce dra- 
matic literature which posterity will enjoy for a long time to 

" In fact in these two plays. The Editor and A Bankrvptes, the mod- 
ern drama was ushered into Scandinavia, — and presented with a vigor 
which entailed certain annihilation to all Beaux-esprita. Tlie plays were 
rockets which ascended into the clear heavens to call forth volleys, the 
echo of which we have not yet forgotten. 

Bjflmson had interpreted his rdle seriously! he had hoped to carry 
on the strife in earnest. But the public had accustomed Itself to be 
amused by its poets, and did not want to hear them preach. People 
hked, at that time, to make beautiful verses about liberty and the rights 
of mankind, but It was the beautiful verses, not the cause itself, in 
which the people found satisfaction." (Strindbergj Bjonutjeme BjSmr- 
ttm; Freie Biihne, 1891, p. S15. See Appendix, p. 173.) 

sThus Bgtwetn the Battlet furnished the clue for The Vikingi at 
Belgekmd. Then, although The League of Youth exerted no mean In- 
fluence upon The Editor and A Bankruptcy, the latter gave the impulse 
h) Ibsen's first effective social drama. The Piltar* of Society. 
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come. Bjomson's significance in the modem drama se^ns 
at present to suffer from a temporary eclipse. An objective 
and analytical, in short, an historical, judgment will be likely 
to assign to him a higher place in the annals of dramatic art 
than is usually admitted. 

In Germany Bjomson's career in many ways duplicated 
that at home. His short novels, which had become very 
popular, opened the way for the dramas. 

In the spring of 1878, antedating any performance of Ibsen 
about two years, the court players of the Duke of Meiningen 
presented the one act play Between the Battles* The critic, 
Karl Frenzel, whose attitude toward the coming art, as will be 
noted hereafter, seemed to be one of constant antagonism, 
conceded to this play the charm, the fresh and efiFective 
originality of the author's prose tales." 

Since Frenzel's criticisms will be met with not infrequaiUy, 
a brief statement of his position here at the outset will require 
no justification. 

Before and during the seventies Karl Frenzel was looked 
upon as the high priest of theater criticism in Berhn, and for 
a number of years later he remained if not the, at least an 
authority. In 1877, he published his Berliner Dramaturgie, 
a compilation of critical articles which had appeared in the 
Berlin Nattonalseittmg since 1863, In his critique Frenzel 
is to some degree a supporter of realism ; he sees in realism 
the only possible ba^ia from which the theater may rise.^ 
The significance of the comedy, for example, must be intensi- 
fied; it must become, it was his opinion, more and more a 
mirror of the time. That was the day's problem of the 
dramatist. 

* Zv>i*eh4n dtn EeMaehten, 1857. 

A D»nUeha RtmdtcKaa 6, 1876; p. 138. 

• Freiuelt BerUtttr Dramaturgie I, p. 131. 
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Lindau's Maria and Magdalene, to cite an iUafltration, was 
noted with approyal because the play reflects modem life: 

Paul Liodan is sensible of modern existence. He stands in 
the midst of the present movements and struggles. If he is de- 
ficient in the ability to penetrate to the sources of these currents, 
their cause and essence, he has, to compensate for this lack, the 
talent to seize, quickly and readily, the most conspicuous phe- 
nomena, the foibles and mistakes of society , . .'' 

Thou^ commending Lindau's theme, Frenzel seriously ob- 
jected ^ to the treatment of it. Relating the dramatic con- 
flict, rather than presenting it on the stage, was, in the critic's 
opinion, an undue imposition upon the credulity of an audi- 
ence. The intrusion of epic elements in the drama Frenzel 
consistently opposed. Nor could he reconcile himself to an- 
other tendency of the time, namely, the inclination, as it was 
interpreted, of transforming the theater into an educational 
establishment {Erziehungsanttalt). 

In 1876, The Nemly-Married Cov/ple and A Bankruptcy * 
were staged at Berlin. Frenzel, in the Deuttche Rtutdtchau, 
his critical organ, expresses the opinion that these dramas 
did not fulfill expectations. Referring to the latter one, he 
admits that everything presented is true, but unfortunatdy 
also commonplace, a sketch " grey in grey." ^° 

Paul I^dau in Die Gegenwart,^^ on the other hand, 
ascribes to the drama the deepest and most overwhelming im- 
pression that anything on the stage had effected in years. 
In the same volume of Lindau's magazine '* The NeaHy-Mar- 
'Frentel: BerWntr Dramaturgit I, p. 317. See Appendix, p. ITS. 

B Ibid, p. sie. 

*DU ir«uo«rntdhUs<t, ISafi; Bi» FamtemtKt. 1874 
ioDmUieha Ruadtelun 6, 1876; p. 138. 
iii>ia Oe^naxtTt 8, 1875; p. 369, 
i*J>i$ atgtmmrt 8, 1875j p. 91. 
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Tied Couf^ receives favorable comment as an ingenious and 
finely drawn composition successful to a. high degree in cap- 
tiraticg the audience. The psychological mood and analysis, 
the penetrating character portrayal, the success with which 
the psychological interest compoisates for and replaces ex- 
ternal action are recognized as commendable factors. 

By 1886 both plays had been included in the repertory of 
all the leading theaters." Thus they served to turn the 
gaze of the young literary generation northward from whence 
their great teacher was to come. A Barikruptcjf was the 
frail beginning of the new drama which burst forth with full 
force in Ibsen.'* 

isMoritx Necker: Bidnutjima BjSrtuon; DU artnabotm, 1886, 3; p. 
316. 

1* In a prospectus sent to the members of the Free Theftter at Ber- 
lin, BjiimsoD's QataUUt was listed for the sixth perfonnance of the 
tost 7car: 

Henrik Ibfien Ohortt 

Oerhart Hanptmann Btfor* Daw* 

Bdmoud and Jules de 

Gonconrt H«rvri«ttt Mariehdl 

Count Leo Tolstof Tkt Powtri of Carkncf* 

Lodwig Anioigruber Th« Fowlh (In English the flftk) Com- 

mandmtnt 
BjOrnstJeme BJOmxon A OamtUt 
Arthor Pitger By Orace of Btceotn 

Angost Strindberg Tha Fathtr 

(See Otto Brahm: KritiMCha aekrifltn, pp. Sjl, 3S3). 
The actual order of presentatloni 

Sept. 39, Ibsen Ohoiti 

OcL 30, Hanptmann JB</or« Dawn 
Nov. IT, Goncoart Henrittte MarSetutl 

Dec. 15, BjSmson A OatuUM 

(Frensel: Dtutioht Bvndtehau 63, 1S90; p. 316). 
BJSmson'B strong hnpression at the beginning of the new movement 
was repeated toward the close of the period by hU drama Bayond Hu- 
man PoKar, 1896. The excitement it engendered WltkowsU (Dot dtitt- 
tekt Drama, p. 119) wmild attribute to the Uione rather than to any 
direct merit of the play itself. 
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IB8E}r IK OERUANT DVRISO THE SEVENTIES 

AFTER having experienced a number of years of con- 
tinued adversity, Ibsen, at the age of thirty-six, left 
his native country (April, 1864) and settled in Rome. Here 
he sojourned four years in soUtude, recognized by few, known 
— one might almost say — by none. Otto Brahm, in an 
early essay, sketches a vivid portrait of the great dramatist 
at this period : 

When I arrived in Bome last spring, I was to deliver greetings 
to Henrik Ibsen. The imdertaking met with the imexpected 
difficulty that the dwelling of the poet could not be located; 
neither the Home directory, which knows little, nor the 
foreign quarter of the city, which knows everything, could sup- 
ply the information. To be anre, it was said that Ibsen had 
been living in Rome for a number of years; occasionally he was 
seen walking along the Corso, alone in the crowd; but no one 
had daily converse with him, no one had caught a glimpse of 
his lodging. At last I was informed that the poet, with in- 
exorable regularity, visited the Caf€ Aranjo at seven o'clock 
each evening. I stepped in, and having given an approximate 
description, received the confirmation that he, whom I was 
seeking, was a daily guest at the place. He must be a German, 
I was told, many Germans greet him, thou^ none speaks with 
him. He always sits alone at bis table. 

Meanwhile Ibsen approached, — a man of medium height and 
strong physique, a head -of decided energy and severity, of a 
type which might have aroused the imaginative faculty of 
Michael Angelo. An abmidance of gray hair rises from a 
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forehead fnllj^ rotmded by intellectual labor. Spectacles do not 
conceal the smalt blue-grey eyes which look about with keen 
observation and seem to pierce through the exterior into the 
very soul of things. A slight smile plays about the t)iin lips, 
which cautiously contract. The spreading beard is cut in Eng- 
lish fashion and lends to the determined head a characteristic 
finality. 

An acquaintance was quickly established, and soon I discov- 
ered from the poet himself how profoundly the loneliness of 
his existence is grounded in his view of life. With his Enemg 
of the People Ibsen speaks: " The strongest man in the world 
is he who stands (most) alone." ^ 

In the atmosphA^ which had inspired Goethe in his work 
on Iphigenie and Tasso, Ibsen completed his Brand, which 
Emanuel Bmnn would describe as a " work of the most 
rugged type, pervaded with protestant ideas and replete with 
the categorical imperative. But in the midst of the forces of 
an unjielding will, the poet placed the wife and mother 
Agnes, as doomed and helpless as a stray butterfly among 
the frightful. mountain wastes of Norway, — a poetic figure, 
as Imogen or Gretchen, of the first rank." ' 

Quitting Rome, Ibsen passed three months in the Alps, 
then proceeded northward to Dresden, where, on a tour in 
the interests of theatrical art, in 1853, he had spent two 
months to acquaint himself with the German theater. While 
Jiving in Dresden, the dramatist became a member of a liter- 
ary club which he attended without taking part, save rarely, 
in the discussions. His small circle of associates included 
Count Wolf Baudissin and Hermann Hettner. But Ibsen 
considered friends a luxury which he could hardly afford, so 

iBrahm: Dtwtiche BmuUohau 49, 1886; p. 193. See appenilix, pp. 
US, m. 

>Bru]in: Magaxin f. d. Lit. d. Auilandit 99, 1881, I; pp. T3, 74. Ap- 
pendix, pp. 1T4, 175. 
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he continued to lead his habitual existence in solitude and 
seclusion. 

In the spring of 1876, more than ten years after his volun- 
tary exile, Ibsen with his family moved to Munich, which 
remained his home, excepting the intervals of 1878—79 and 
1881-85, until 1891. His external appearance now under- 
went a change. The poet who formerly dressed in a velve- 
tine jacket became the gentleman of affairs in a frock coat. 
The previous life of a recluse was not discontinued ; yet Ibsen 
grew more sociable, not only associating with his countrymen, 
but also with various German artists, among them Wilhelm 
Hertz and Paul Heyse. 

It was at Munich that the dramatist revolted against the 
poetic style of his earlier works and turned to the reproduc- 
tion of actual life. The PSlarg of Society issued forth as the 
first product of the new regimen. 

It had been Ibsen's expectation to create with the new play 
a great deal of excitement and discussion, but he was doomed 
to disappointment. Danish taste pronouned The PSlars of 
Society too German.^ Such criticism may in part account 
for the relative coolness with which the play was received in 
Norway, where German political and cultural infiuoices had 
always been more or less protested. 

Ibsen himself entertained no slight aversion toward Ger- 
many; Prussia, in the unequal struggle with Denmark, with 
which his youthful and sanguine sympathy rested, particu- 
larly kindled his ire. By 1870 this personal hatred had quite 
abated. Still, in the political policy and expansion of the 
North German Kingdom, Ibsen beheld the foe to an early 
realization of his ideal. He wrote to Georg Brandes (Dres- 
den, December 80, 1870) : 

■ Cf. Edmund Gosse: ntnrik Ib$gn, Charles ScribneHs Sons, New 
York, 190T. 
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The old illusory France has collapsed. Aa soon as the actual 
Prussia does the same, we shall be, with one bound, in the 
genesis of a new age. How ideas will tumble down about us! 
And in truth it is time. Up to the present we have been living 
on nothing but the crumbs from the revolutionary table of the 
last century, and that fare has been chewed and sufficiently 
chewed again. The old concepts are in need of renovation. 
Liberty, equality, and fraternity arc no longer the same things 
they were in the days of the late guillotine. That is what the 
politicians will not understand, and therefore I hate them. They 
want revolutions only in externals, in the realm of politics, etc. 
Bat all that is nonsense. The important thing is the revolt of 
man's spiritual self.* 

Such was the man whose versatility was to contribute to 
youthful Germany, as a unit and in dramatic form, what the 
French and Russian authors had offered separately (the 
detailed portrayal of milieu, the minute analysis of psycho- 
logical phenomena) . He was the one to aid Jungst Deatsch- 
Umd most in recreating order out of chaos, the Gotterddm- 
mertmg of what had been and the inauguration of what was 
to be, of which each seer of the century had had a different 
vision." 

The first of Ibsen's writings to appear in German were his 
lyric poems, published by a certain Bdmund Lobedanz in 
An Album of North Germamc Poetry,' Leipsic, 1868. Ap- 
parently they received no attention at this time. Two years 
earlier, John Grieg, brother of the composer tad attempted 
to put The Fretejiders '' into German iambics.^ The trans- 

*BTtve fra Hemrik Ibten 1. Appendix, p. ITi. 

s For a. brief and excellent camparison of Zola, Tolstoy, Dostoevski, 
and Ibsen consult Soergel: Dichtmig und Diehter d«r ZM, pp. 156, 15T. 

*AU>itm nordgtrmaniMehar Diefilnnff. 

TDone Into Engll^ 18S0; into French, ]SS3; into Russiui, IS96. 

■Concerning Tk» PrttenAtri in verse, see Ibsen's letters to John Grieg, 
frtna Rome, Mardi 9S, I86fi ; and to Micbad Birkdand, from TLotaa, May 
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latioQ found no publisher. A simil&r fate awaited Siebold's 
translation^ of Brand,^'' made in 1869, until 187S. During 
that year, however, The Pretendert and The League of 
Youth ^* also issued from the German press. 

Brand immediately enlisted the greatest interest among 
translators ; in 1874, a second translation appeared, two 
years later, a third. The tense dramatic scenes of the " dra- 
matic poem " were admired, but any thought of presetting it 
on the stage was dismissed as infeasible.'^ 

Of interest is the first comment on The Pretenders and The 
Leagv-e of Youth on account of its mild conservatism and re- 
serve: 

The Pretendert is a daring play of great vitality, of wealth 
in ideas, and of a beautiful diction; and we could easily imagine 
its success, were it skillfully arranged for our stage. An equally 
favorable prognostication we would not dare to make for the 
second play. The League of Youth. It deals with the political 
machinery of the day. Although many of its characters are to 
be found among us, the conditions portrayed are too foreign to 
US to engender any lively interest in them in spite of all the 
recognition due the structure and the language of the play.^* 

In 1873, Adolf Strodtmann, the translator of The Pre- 
tender* and The League of Youth, in a volume entitled The 
Intellectual Life iti Denmark utters this prophecy: "It 
will not be long before the fame of tiie poet will resound over 
the furthermost lands." ^* 

B Concerning Siebold'a Brand, see Ibsen's lett«r to Frederik Hegel, 
from Dresden, March 14, 1B69. Cf. Breoe fra H. I., I, p. 313. 

I" Appeared In English, 1891 j in French, ISSS. 

" Appeared in English, ISSO; in French, 189Si In RussiMi, 1896. 

"J. H.; Mag. f. d. Lit. d. Atulandei 86, 1874, 2; p. 4S4 ff . 

" J. H.: Beiirik Ibaen, tin norieegitcher Dramatikgr; Magazin f. d. Lit. 
d. AatlamU* 89, 18T3, 9| p. 36T fT. Appendix, pp. 1T5, 1T6. 

i*Dai geUtigt Lthtn in I}dn»mark. Cf. Amoldi Ha* modenu Drvma,- 
pp. 148, 149. 
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Strodtmann*a book was reviewed by H. Riickert in tbe 
GrenisboteTi of the same year, under the title, Recent En- 
deavors to a Mittual Understanding between Germany and 
DeTimark.*^ After a rather prolonged discussion of the un- 
friendly attitude of the two countries toward each other, — 
their once existing intimacy had been disrupted by the war 
of 1864 — the reviewer concludes that the volume in ques- 
tion affords almost sufficient proof that Denmark can offer 
modem Germany little, at any rate, little that ia wholesome 
or beneficial. The detailed analysis of the modem Danish 
writers,^* whom the Germans do not comprehend anyway, 
Riickert linds regrettable and would have preferred a history 
of the development of the cultural life in Denmark, speci- 
fically Copenhagen. 

The antagonistic view to which Riickert gives voice is rep- 
resentative of no small number of critics and literati whose 
nationtdism obscures a purely aesthetic judgment. Yet even 
wiOi nationalism excluded, — it goes without saying — un- 
impassioned observation is practically impossible at the 
threshold of a new era. Each time is repeated the *' battle 
of the books," with the victory foreordained to the new. 

Thus, another student of literature, though regretting the 
step-motherly way in which Bjomson is disposed of, com- 
mends Strodtmann's volume to all who would acquaint them- 
selves with Danish conditions. ^^ 

The court theater at Meiningen introduced Ibsea to the 
German stage in 1875, with the presentation of Tbe Pre- 
tenders. The play was retained in the repertory for subse- 
quent production and was staged at Berlin, in June, 1876. 

i' N«tuite dtutMch-dHmfche VerttSridigungrotrituihe; Onw^Ote* 
1873,?, lljp. SBSff. 

IS WergcUnd, Wdhaven, BJUmson, Ibsen. 

irw. L.: Mag. f. d. LU. d. Aiulandet 81, 1873, 3t p. AOiB. Strodt- 
mann dedicates 3 pages to BJOrason, 6& to the " no wise greater Ibsen." 
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Karl Fraizel in the Deutsche Rundichaa gives a brief re- 
view of the performance. According to him, the poet does 
not lack effective diction, dramatic movement, talent to create 
characteristic personalities; but, on the other hand, he is 
too d^cient in dramatic construction, in the ability in a 
simple manner to dispose of powerful masses and to work 
a plot out properly. Upon the Giennan audience, to the 
temper and nationahty of which the play does not appeal, 
The Pretenders has the effect of a Staattactum. 

It is a waste of time, money, and endeavor, to exert oneself 
to present plays, which, in spite of their poetic value, never 
can be nataraliied apon the German stage because of their 
fundamental attributes, which are foreign to us for all time.'" 

The scenes in their variety and almiidance were the ob- 
jects of praise. The phases of the work peculiarly Ibsenian, 
— his tendency to subjectivize his theme, seemed to be dis- 
turbing. Although performed in Berlin several times, in 
Munich and in Schwerin, The Pretenders was fated to leave 
hardly a trace except the memory of the author's name. 

In April of 1876, The Vikings at Helgdand was presented 
at Munich, in October of ^e same year at Vienna and Dres- 
den. Nothing I have been able to find indicates that these 
performances occasioned any particular enthusiasm or dis- 
cussion. That the drama, however, must have aroused some 
interest and approval seems to be warranted by the fact that 
afterwards it continued to appear occasionally in the reper- 
tories of both court and municipal theaters. 

Two years passed. Then, in 1878, five theaters " at Ber- 
lin presented The PiUara of Society *• within a fortnight, 

i"PrenceI: DetUicht Rwxdiehau S, 1876; p. ISi. Appendix, p. ITS. 

»Cf. Tabk B,p. ISO. 

» First played at Odense, then st Copenhagei), Nov. 16, 18T7j Bergen, 
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a success without parallel in the atmals of Berlin theaters. 
Frenzel could not repress his displeasure. 

If native productions are to be consi^ed to the ash heap, 
and foreign literature fostered, it is Frenzel's opinion, a 
national drama is out of the question. In view of the mass 
of foreif^ material with which German literature is inun- 
dated, in view of the exag^rated praise the former receives, 
Frenzel is surprised that native authors are to be found writ- 
ing at all. 

Turning to Ibsen's plays, he finds the " licm's paw of the 
poet everywhere, the bom dramatist nowhere. The lyric 
and epic elements outweigh the dramatic structure of the 
compositions to such a degree Hhat a perfoimance of them is 
not to be considered at all without a most reckless application 
of the blue pencil." ^' 

The PiUan of Society is a novel, by main force put into 
dramatic form. That is (Jie reason the exposition continues 
into the third act, and a sin^e act sufBces for the deed 
of the hero. And this deed, characteristic of Ibsen, is a long 
speech. When the epic writer leaves the stage, the rhetoric- 
ian enters. 

Ibsen's play has the irrefutable purpose of presenting the 
flimsy morality of those who are fond of posing as the pil- 
lars of society. As such, it is unusually effective and a cut- 
ting censure of social conditions as they are. In conclusion, 
Frenzel reiterates that Ibsen ia, of course, a poet, but no 
dramatist. 

Nov. 30, 18T7; Stockholm, Dec. 13, 1977; EristlanU (In Swedish), Mardi 
7, 1671); Munich, Resldenitheater, Feb. S, ISTfl; Vienna, Stadttheater 
Lanbes, Feb. 93, 13T8. During the same year In SS other theaters la 
German]' and Austria; London, Dec 15, 1S90; New York, German Thea- 
ter, Dec., 1880; Rome, Jan., 1S93; Paris, June, 1S9S. Reldi (Ibimu 
Dramtn, p. I8S) eonclndea that The PHlart of Bocieig established Ibsen's 
IntemaUonol reputation. 
11 Frensel: DhiImA* Btmd*eJum 14, I87S| p. 485. Appendix, p. 116. 
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The purely theatrical aspects of the play had a striking 
effect upon the audience. If not in general as aj^eeably 
acceptable as Bjomson's Bankm^ptcy,^'^ The PSlarM of So- 
ciety engendered a greater excitement, — which was, however, 
only transient for the immediate public.^ The play, on ac- 
count of its popularity, served to prepare the way for its 
successor. 

In passing, the first presentation of Lady Inger of Ottrat, 
in the same year (1878), must receive mention. 

During the second half of the decade, four plays were 
translated: The Vikings at Helgeland,^* 1876; =" Lady In- 
ger of Ottrat, 1877;"'' The PUlarg of Society, 1878;" A 
Dda-a Houae,^^ 1879."* The " Reclam Universalbibliothek » 

li BjOrnson's plaf deolB with an indiTidoal occumnce which, thou^ 
frequent enough, leaves Bodet]r as a whole hitact. Tkc PiUari of Soeitty 
shows the Intimate relation between the individual and' liis communis, 
and thus txpoaea the weaknesses In the latter as well as those In the 
former. In A Bankruptey the social equipoise Is not disturbed, or. If 
disturbed, re-establishes itself; In the P. o. B., on the other band, tiiere 
seems little hope of restoring it. The further the investigation of so- 
ciety is carried, as in the case of the " Indian Girl," the worse its con- 
dition is found to be. The latter is, of course, a far less comfortable 
analysis of the problem. 

sa Not transient, as will be seen later, for the enthusiasts of the com- 
ing drama. Frits Mau timer, for instance, wrote in the D»vt»eh** 
MoiUagtblatt (Jan., 1878), that the critics mi^t now be satisfied, after 
weeks of fasting, with this admirable plaj. In the same article Manth- 
ner makes a comparison between Ibsen and the more celebrated BJ9m- 
son, who still ranked In the critic's judgment as the greater dramatlsL 
(Cf. Stein.- H*tink lbt«n, p. S.) 

** Under the title Norditehe Hterfahrt. 

2> Tht Vikingt was translated into English, 1S90; French, 1893; Rus- 
sian, 1893. 

3« Lady Inger into English, 1890, Russian, 1896. 

n The Pillar* of Society into Ccech, 18TS; English, 1886; Italian, 1899; 
French, 1893; Dutch, 1893; Russian, 1896. 

IS First known as Nora. 

"A Dolfi Home into English, 1880, Russian, 1869, French, 1889. 
Abo Into Portuguese, Polish, Serbian, CrostJan, Hungarian, Finnish, 
Dutch, Italian, and others. 
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edition of Ibsen's plays was begun by the translation of The 
Pillars of Society (Wilhelm Lange's) just mentioned. This 
edition became a potent factor in propagating the acquaint* 
ance of Ibsen's art and philosophy. 

During the seventies a yearning for a new national drama 
arose in Germany and grew intense. Quite common was the 
opinion that it should arise from within, and that the exist- 
ing preponderance of foreign literature was a detriment. 
Those who looked beyond the borders of their fatherland 
were inclined to consider France as the probable source of 
the new inspiration. A feeling was current that the North 
in its essential character was foreign to German temper and 
sympathy, hence that no contribution need be expected from 
that source. 

The seventies were, therefore, as far as Ibsen was con- 
cerned, rather impervious. His time was not yet. Though 
admitted to be a poet, he was not considered a dramatist. 
His diction was admired. His technique was a subject for 
debate. The Pitlars of Society was confused with the fa- 
miliar piice d, thise. 
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OATHERINO FOBCE8, 1880-1886 

AT its appearance, in 1879, A DoU'i Houte^ had set 
6re to Scandinavia. The author waB reviled; the play 
denounced as an outrage, an insult to society. Fortunately a 
few, but brilliant and staunch admirers, among them the 
Danish critic, Greorg Brandes, were at hand to support the 
author and his play. The excitement in the North hardly 
had begun when the presentation of the drama at Berlin,^ 
in 1880, ignited a second nation. Nor was the conflagration 
to stop here; it spread over Europe and beyond, 

Paul Lindau reviewed the plaj in The Gegenwart? The 
discussion opens with a trial of Nora Helmer at a civil court. 
The final verdict is simple forgery without mercenary mo- 
tives ; the sentence, one day's imprisonment. 

This incident may serve as an index, as typical, of the un- 
usual and extreme interest of the play immediately com- 
manded. Its predecessor the German public had interpreted 
as directed against a society not its own, although parallels 
might have been drawn. But now it felt its own integrity 
attacked. Debate, often violent, concerned itself with every 

iJVoro was first placed tn Copenbagen, Dec. 21, ISTBj then In Stock- 
holm, San. 8, IS80; Bergen, Jan. 3D, 1880; Helsingfors (Finland), Feb. 
25, 1880; Munidi, Besldenctfaeatcr, March S, 1S80; Hamburg; Dresden; 
Hannover; Berlin, Nov. 33, 1&80; Vienna, Stodttheater, Sept. 8, 1881; 
St Petersburg, Nov., 1881; Warsaw, Feb., 1883; London, March E^ 1884; 
then also In Italy, Spain, Belgium, Holland, Hungary, Egypt, Australia, 
North America. It was the first of Ibsen's plays to win a place In the 
French repertory, April, 1894, 

1 Not tbe Initiat perfoTmance in Genauiy; see note 1, tbia pafe. 

> Dfe QaffrnKiDort 18, 1880; p. S4S ff. 
86 
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aspect of the drama, the social, the (esthetic, the jdiilosophi- 
cal. The POlari of Society had been a revolt; Nora created 
a revolution in the thought of the civilized world. And that, 
by the way, was exactly what Ibsen wanted. 

Theater managers and dramatists opposed the new drama 
with as much vigor as conventional society. It was acci- 
dental, the caprice of an actress, that the play was given at 
all at this time. 

Lindau first of all directs his criticism against the plausi- 
bility of the motivation. The incident portrayed, in his opin- 
ion, might result in a closer and more intimate relation be- 
tween husband and wife, in the husband's better understand- 
ing and greater appreciation of his wife, — in almost anything 
except in that conclusion that Ibsen draws. The lasting 
estrangement of the husband and wife, the separation of the 
mother from her children are Impossible. 

Lindaa is willing to follow the plot, even with warmth and 
interest, to the point at which the document is no longer 
threatening. But Ibsen's endeavor to consider this disposed 
of stumbling block a boulder against which the respectable 
and peaceful marriage of eight years' duration is wrecked, is 
incomprehensible to the critic. He shakes his head and the 
sympathy he has had for the hero and the heroine falls 
forfeit. 

As far as Helmer is concerned, everything is explicable and 
pardonable, except that in his tofitriiqf) he allows himself to be 
brutal, grievously charging Nora with her facer's character- 
istic thoughtlessness. Nora, on the other hand, is unin- 
telligible. She is Helmer's joyful companion; she strews the 
path of the tomiMited husband with roses; she furnishes 
amusement for his leisure hours ; she becomes the mother of 
his children. And is this not a worthy mission for a wife? 

Nora does not seem to think so. She is the misunderstood 
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woman. Her husband is no longer her Meal, and she can, 
therefore, no longer love him. Because she no longer loves 
him she is unable to remain under his roof. She scarcely con- 
siders her children at all, and when she does, it is with an in- 
conceivable lack of mother-love. If it were not so Nora could 
not leave them without compunction. Lindau asks if this 
be credible. Nora may think her action noble; it is not 
only atrocious, it is unpardonable. 

In the middle of the last act, a new play with new char- 
acters begins. This, not to mention all the others, is a de- 
plorable error in the composition of the drama. The audi- 
ence is not sufficiently ductile to follow the dramatist in his 
complete transformation of the persons. As charming as 
Nora is as an unobtrusive wife, so repulsive she becomes as a 
misunderstood woman. 

Altiiough there is nothing which is offensive to the public 
feeling of shame, still the play is more questionable than the 
coarsest pi^ce des moeuri of the French school. The great 
poetic talent and eloquence of the author in giving expression 
to unhealthy feeling and emotion, the reviewer fears, will 
greatly increase the ranks of the Misunderstood by disturb- 
ing the balance of those naturally addicted to this malady. 
That nonsense should triumph, and reason go down in defeat 
is the immoral aspect of the situation. 

Lindau does not comprehend why the picture need be 
darkened further by such a character as Dr, Rank. Nor is 
it clear to him why Fni Linde should insist upon Torwald's 
knowing the truth of the whole matter. 

Still, that the play C3id with a reconciliation, to which 
Ibsen, reluctantly enough, acceded in a subsequent version,^ 

■ 2 Though written expressly for the Berlin actress Frau Hedwlg Nle- 
' mann-Raabe, who declared she could never leave her children, the con- 
ciliatory ending was preferred by such leading dramaturgists as Laube 
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Lindau liiidB intolerable, because a wrong conclusion from the 
premises the author accepts. 

The review concludes with the somewhat lame admission 
that Ibsen is a true poet, his language and technic admirable. 

It is obvious from Lindau's statements that Ibsen's full 
originality, which reveals itself in the latter half of the third 
act, was the main point of contention. As long as tiie dra- 
matist had continued in the rather orthodox wajs of the 
theater, no protests were occasioned. 

Frenzel's interpretation in the Deutsche RwndscJuta' in 
most points coincides with that of Lindau. Still a few re- 
marks may be appended. 

Nora is a play which gains the consideration of even those 
who feel its purpose and form repulsive. The peculiar talent 
of the author exercises a chann, though Ibsen is by no means 

of Vienna and Maurice of Hamburg, l^ough soon settled for the stage, 
the problem contlnned to interest the critics for some time to come. 
Steiger, for instance, still argues that the original conclusion, though 
log^callj correct, ie poeUcally a failure, resembling the logical solution 
of a chess problem more ttian the unreasonableness of actual life. 
(Steigen Dot Werden dei ntutn Dramat I, p. 190.) The lines substi- 
tuted for the ori^aJ ending read as follows: 
NtttA. That our life together would be real wedlock. Good-bye. (8h» i* 

about to go.) 
Helheb. ITaktt h»r bif ths arm.) Go, If jon must, but see 70UT chil- 
dren for the last time. 
NtttA. Let me go. I don't want to see them. I cannot. 
Helheb. (Draw* Ktr toward tht door at the Uft.) You must see them. 
(Opatu the door and layt loftly:} Do you see, — there they sleep 
carefree and quietly. To-moirow when they awaken and call for 
their mother, they will have none. 
NoBA. {Trembling.) No mother . . . 
Heimeb. As you have had none. 

NoKA. No mother I {Struggles within, \et» h«r bag fall and layi:) Oh, I 
am sinning against myself, but I cannot leave them. (8h« tiak* 
dovm at tht door.) 
Helheb. (Happy, *ay* »oftly:) Norat 

{The Mirtain fa31*.) 
(Appendix, pp. 17S, 177.) 
■ DevUcha Rvmdichau 96, 18S1 ; pp. 306, 808 ff. 
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a master of dramatic form. The long narratives and de- 
scriptions, which are supposed to elucidate the intricate and 
confused plot, the accurate and minute dissection of the 
human soul, proper enough in a novel, — one of George 
Eliot's, for example, are tedious and confusing. 

Frenzel perceives in the play a purpose to instruct, to 
offer a subject for serious reflection. What does Ibsen 
want to prove in Noraf That the laws that punish forgery 
are unjustP The laws are entirely just, and an imprison- 
ment of a day's or of a week's duration, to which Nora would 
have been consigned, without the sli^test blot to her honor, 
were insignificant to the tortures she endures throu^ three 
acts. If the author, however, meant to portray in Nora a 
great misunderstood woman, to reveal the secret sorrow of a 
family externally happy, he has failed in his impression as far 
as the critic is concerned. 

The tragic hero succumbs to the moral lav, he does not 
violate it. Nora reverses the conception of duty. Yet the 
greatest error lies in the incongruity of the two phases of 
Nora's nature. Whoever thinks as Nora does in the last 
act is incapable of being the Nora in the £rst act. 

Thus A DoU's Houie was a failure in every particular. 
The actors were unsuccessful, and one might apply the same 
term to public and critic. Georg Brandes, sadly remarked 
that Ibsen would never be understood in Germany.* 

One man only, in spite of many other misconceptions, un- 
derstood Nora's going, and he alone had the courage in the 
face of general opposition to assert its necessity. This 
man was Friedrich Spielhagen." Unaccustomed to the in- 
creased demands Ibsen exacted from the audience, Spielhagen 

* Georg BrwidM ( I8«-) , the well known Danish criUc, wirfded in Ger- 
many, 1877-1983. 
BKem D(u mmm Drama, p. 38. Alao Zabel, Uiutrt ZtU, 1881, 1) p. 
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felt that an epic treatment of the material would have been 
preferable. Thus might those elements be made clear that in 
dramatic form were obscure or ambiguous. 

After 1880, translations left the press in great numbers. 
They were made without consideration of the peculiar artis- 
tic excellencies of the original, and without the purpose or 
the abUity to do them justice. 

The further fact that Ibsen was first widely known in Ger- 
many, and in other countries, as the author of A DoWa 
Home and, later, of Ghosti was a second sigiiificant factor 
in the extravagant misconceptions of the man, his character, 
his genius, — misconc^tions which were current for several 
decades, perhaps to the ^d of the century. 

In 1881, Ludwig Passarge's translations of Peer Gpnt* 
and the Poemi appeared. In 1883, An Enemy of the Peo- 
ple ' was issued in the " Reclam " edition. Although pub- 
lished in 1881, Ghoitt^ was not done into German untQ 
1884. To the professional translator, the drama seemed 
without theatrical prospects of any kind ; he had, therefore, 
conserved his time and raiergy. 

Peer Gynt was cooUy received. Ernest Wichert ' was the 
first to call attention to the very peculiar and interesting 
drama, which one must know to speak intelligently about 
Ibsen. As Goethe had portrayed in Faiut the incarnation 
of the unrestricted passion for knowledge, Wichert continues 
his comment, Ibsen here considers the absolute dominion of 
phantasy and imagination, which, as the desire for knowl- 
edge, are integral factors of human nature. Herein lies the 
essential interest of the poem. 

*P»»r Oynt, into English, I893| French, 1896; Rusdui. 169T. 

* A% fiMtny of tht P§opU, into English, I88S; French, 1892; Russian, 



*ahotU, Into English, 1885, French, lfi89j Russian, 1691. 
• Wichert) H»mrik Ih*»»; In im«m Rrieh, 1880, 3; p. 889 ff. 
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But even the most sanguine admirer of the poet must admit 
that the poem is ambiguous. It lacks the certain g;uidance step 
by step to the height which affords an nnobstmcted view of 
the whole. One seems to be in a house of many rooms, each with 
three or more doors; one is never certain of having chosen the 
ri|^t exit, and in the next room the dilemma is renewed. That 
urges one on either to understand the intricate plan, or to 
conclude that it is all nonsense. He who would attempt to es- 
tablish the unity of the theme, or, vice versa, to prove that no 
unity exists, would have to write a commentary which might eas- 
ily comprise a volume. , . . 

Even he who regards the whole as a book of seven seals wHI 
find scenes of great dramatic power, passages of poetic beauty, 
clever axioms, in abundance.'" 

Eugen Zabel is even less enthusiastic. Peer Gynt is too 
unreal, too insubstantial to sustain one's sympathy and in- 
terest. 

Finally, every reader recalls that Peer Gynt is the son of an 
inebriate father and a mad mother, and begins to assign the 
problem not to poesy, but to pathology, — where, it is our opin- 
ion, it belongs.'^ 

A third conunentator, Emanuel Brunn,^^ is not prepared 
to draw an immediate conclusion. Even with devotion and 
close attention, the reader must not hope to fathom the poem 
in one perusal. 

Peer Gynt, in this respect, resembles certain musical composi- 
tions, which only reveal themselves after being heard repeatedly, 
— a fugoe of Bach, or one of Beethoven's last great masterpieces. 
It required decades to appreciate the Ninth SympJionif. It must 

lOWkbert, Jnt ntven BsicA, 1680, 3; p. »01. Appendix, p. ITT. 
"Zabel, Viuere Zeit, 1B81, 1; p. fi3T. Appendix, p. 1T7. 
i^Brunn: Petr Qynt eon Btnrik Ibtea; Mag. f. d. Lit. d. Auiland** 
SB, 1S81; p. T3fF. 
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not be overlooked that Fidelia met with the greatest opposition 
when first presented; that decades passed before a poet as 
Heinrich von Kleist received mere mention." 

Ibsen was performed little during these years. In 1881, 
Nora was presented at Munich. Critical literature of an 
appreciative type was the contribution of the half decade. 

The first endeavor in Germany to engender an appreciation 
of the dramatist and his works was an essay (from which has 
been quoted on the preceding page) by Eugen Zabel, pub- 
lished in Vngere Zeii, 1881.^* 

The author of Nora is a lion, and as such, disdains to 
occupy himself with bagatelles. Without being molested the 
sparrows may alight near him ; he does not notice them, while 
in anger he springs against the door and iron gratings of his 
prison. It is inexplicable that no one has yet pointed out the 
similarity between Ibsen's creed and the German pessimism. 
It is so striking that only blindfolded eyes can fail to see it. 

The easiest way to familiarize oneself with Ibsen is to re- 
gard him as a lyric poet. Thus an insight is procured into 
his peculiar genius, which upon the first attempt at ac- 
quaintance seems anything but intelligible. All thoughts and 
feelings seem enveloped in a veil of mist, like the peaks of a 
mountain range. Occasionally a gust of wind lifts the heavy 
atmosphere and uncovers definite images and ideas, which are 
revealed only to be engulfed anew. That is, contemplation 
plays a far greater rdle in his writings than imagination and 
emotion. Only with great effort can the latter confine the 
former within its bounds. 

Though Ibsen is in possession of a fertile imagination, it is 
encircled by a frigid sheath of intellect. Often, however, the 
intellectual ardor is transmuted into emotional fervor. 



IS Ibid, p. 77. Appendix, pp. ITT, ITS. 

t« Zabel: Sgnrik Ib$e»; Utuert Zeit, 1S81, 1; pp. filS^SSl. 
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Thus, although man; of his works ctHitain only poetically 
ornamented concepts, his masterpieces are not wanting in 
genuine poetry of fonn and color. 

Three periods may be distinguished in Ibsen's career : the 
national-historical period, with The Pretender* at its apex; 
the romantic-philosophic period, best illustrated by Broad; 
third, the modern social period, exemplified by Nora. 

For the second group of dramas, Ibsen drew much nour- 
islunent from German culture. His contemplative and pene- 
trating earnestness leads him to consider the most difficult 
problems of humanity with the hope of finding a solution. 
The strength and magnitude of his characters, the scope of 
his horizon, are perhaps to be designated as his German 
heritage. (Ibsen's maternal grandfather was a North Ger- 
man.) Brand and Peer Gynt were without doubt suggested 
by Goethe, and, although we are far from placing either one 
of them in the same class with Fautt, — as an incomparable 
work of art — it is not to be denied that they have in common 
with it, at least the vastness of plan, the wealth of thought, 
and the incommensurable form, combined with the most pow- 
erful poetic revelations of the Germanic spirit. 

In 1883, L. Passarge published the first monograph in Ger- 
man on Henrik Ibsen. The importance of the treatise lies 
primarily in its priority. It was the first tribute to the 
dramatist to appear in book form (310 pages). Besides an 
introduction and biography,*" the volume contains interpre- 
tative discussions of Ibsen's diief works, from Catitina to 
Ghosts inclusive. 

Fassarge rates Brand and Peer Gynt as the author's great- 
est and most characteristic creations. In the social dramas 
he sees first, Ibsen's desire to deal with psychological prob- 
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lems ; second, his purpose of holding a mirror before the era. 
A compariaon of Psssarge's with the previous comments on 
A DoU'i House is sufficient to iUustrate the progress made, 
individuallj at least, in the apprehension of the poet and his 
purpose. 

When Nora married Torwald Helmer, she passed from her 
faUier^B hands into those of her husband. The horizon estab- 
lished for her by the former's moral preachments was now 
' widened by the principles of her husband's sesthetjcs. Both 
were entirely superficial. The sufferings of others, for ex- 
ample, impressed Torwald not as grievous or sad, but as 
ugly. Although Nora had lived with him eight years, her 
husband had never looked upon her as his comrade. He 
had guided, counseled, protected her, never shared the prob- 
lems of life with her. Treated as a child she had remained 
one, not hesitating at childish expedients. If advantageous 
to her, she would prevaricate, — nsavely, irresponsibly. The 
fals^oods never concerned anything of importance and were 
not, as her husband would think, indications of questionable 
morality. (Here Passarge touches upon a point which be- 
came the topic of prolific and heated discussions not entirely 
confined to the drawing room.) 

Nora catches the first glitnpse of the moral significance 
of her falsehoods when Torwald relates, in connection with 
Krogstad's past, of the demoralizing consequences of a lie. 
Nora cannot comprehend the conventional honor in regard 
to which her husband is so sensitive. Hence at the crisis she 
can expect the " wonder of wonders " to happen. Then to 
take all upon herself, to make the great sacrifice, is her 
womanly but genuine and deeply tragic logic. Before it, man 
is helpless, perplexed, even absurd. Nora's sacrifice is de- 
pendent upon an original sacrifice on the part of her hus- 
band. This affords her the essential strength and courage. 
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His failure is her failure. 

And Torwald does fail. The expected great *' wonder " 
does not come to pass. Nora is disillusioned. She realizes 
that she no more loves her husband, that what had seemed 
as a marriage had never been a marriage. She cannot retuzTi 
to the past. She recognizes her incapacity to rear her chil- 
dren ; she herself must be brought up. Torwald can be of no 
assistance to her. She must leave him. Xora's original sac- 
rifice for her husband had been the first step in her further 
development. As she in secret and alone paid the debt 
through her own work and economy, her independent self 
unfolded. 

According to Fassarge, Nora's guilt lies in deceiving her 
husband, in applying the money designed for her needs to 
the payment of the loan. Nora plays the coquette with 
Dr. Rank in order to get the needed sum for the final payment 
from him, and is kept from compromising herself only by a 
casual remark of his. Her will is thereby strengthened, but 
her character morally weakened. 

Torwald is the egotist. Nora is to him not only the one 
whom he loves, but the one who amuses him, and pleases him 
when he displays her. The applause she occasions makes 
him happy. He is no real husband, likewise no real father. 
It is not accidental that he passes no time with his children. 

It is obvious from this brief survey that the forgery and its 
legal disposition have given place to an interest in the in- 
dividual characters and their relation to each other. What 
Lindau had maintained impossible in the drama, Fassarge 
finds mathematically logical, the necessary outcome of the 
deeds and dispositions of the characters. Where Frenzel 
would have recommended the blue pencil, Fassarge admires 
the exquisite workmanship, the essentiality of each structural 
detail. 
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Passarge's volume is anonymousl; reviewed in Die Grenx- 
hoten ^* of the same year. The question is raised: Of what 
importance is Ibsen to Germany? 

Much that the author draws from the depths of his soul 
and philosophical speculations does not impress us with our 
super-abundant and old literature to the degree it does his 
countrymen with their recently formed belles lettres. They 
experience in addition to the force of poetic expression, the 
charm of its novelty. The peculiar naturalism combined 
with the ethics of puritanism and radical politics is foreign 
to us. Ibsen's work is hardly to be understood, at any rate, 
hardly enjoyed without keeping in mind constantly the pecul- 
iar, the individual Norwejj^an background out of which it 
sprang. The poet does possess certain qualities which are 
effective in all places and at all times, which fact justifies 
Passarge's monograph as an impulse to literati to acquaint 
themselves with him. 

It is no simple matter to give a general characterization 
of Ibsen. Pessimistic elements are in evidence, at times they 
predominate. In the struggle to attain to the unconditional 
inner truth of character, in the mortal hatred he cherishes 
for all sham, Ibsen occasionally oversteps the very narrow 
boundary between the absolute truth and hopeless despair. 
His mastery lies in character portrayal. Althou^ skeptical, 
he differs substantially from the rational satirists of other 
times. Beneath his hate is concealed a passionate love, be- 
neath his despair, an ardent desire that order be brought into 
the modem chaos, that he be the poet to bear the message of 
deliverance. A free act, — /in act, the result of freedom, alone 
makes men true and free. Love, self-immolation, alone makes 
men happy. 

The writer of this review was the first, as far as I have 

MDU gT9»a>ottn, second quarter, 16S3, pp. 106-510. 
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been able to detemiine, to realize Ibsen's passionate idealism, 
his jeaming for freedonit truthfulness, and happiness, and the 
belief in the possibility of their attainment. 

In a scholarl; article, which appeared in Nord vnd Siid, 
1889, and which was afterwards included in Eminent Avthort 
of the Nineteenth Century," Georg Brandea presents some 
illuminating material on the same subject. In analyzing 
Ibsen's pessimism, the critic comes to the conclusion that it 
is of a moral, not of a metaphysical nature. It has its roots 
in a conviction of the possibility of the realization of the ideal. 

The essay is general. Besides facts of biographical and 
personal interest, Brandes considers Ibsen as an individualist. 
It is Brandes' theory that great poets do not create ideas, but 
are overwhelmed by them. The ideas that impress the poet 
are those uppermost in the consciousness of the age. The 
attention of the modem consciousness has been directed to 
four fields of interest, as Ibsen's plays illustrate: first, the 
conflict in religion ; second, the conflict between the two gen- 
erations ; third, the conflict in society ; fourth, the conflict of 
sex. 

As mentioned before, the year 1883 records the first trans> 
lation of An Enemy of the People. Theojdiil Zolling, Paul 
Lindau's successor as editor of Die Gegenwart,^^ comments 
upon the play as follows. 

An Enemy of the People is a peculiar creation, painful, one- 
sided, dismal, brightened by no single ray of affection. Only 
Hebbel among the Grennans has this uncouth, wild, and repd- 
lent nature. Hebbel always remains the poet. Ibsen is a 
realist. Everything is dull and <^mmonplace. Wrangling 

iTBrandest Modtrne Oeitttr, LiUraritcha Bitdniin au* d#m XIX 
JahrhuTuitrl, I8B9. This edition did not contain, as Arnold's statement, 
page 149, might Imply, the essay on Henrik IbsoL 

I'Dit a»g»tm)a*l ii, 1&83; pp. 933-334, 
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aDd gossip are dealt with as " 'weltbeaegende Haapt-nad 
Staattdktion." 

What do the miserable creatures and their bathing resort 
concern us? We want to see human beings love and suffer, 
— particularly love. But Ibsen ignores any concession, 
whatsoever, to the public taste. Even love and amiability 
are nothing but deception to him. " Being a man means to 
him being a liar." " 

The composition is broad, undramatio, not even theatrical. 
" Having become modest, we do not demand of the dramatist 
the great power of a Hercules, but we do wish to be emotion- 
ally interested at least," *" 

In quite another vein, L. Passarge presents his interpreta- 
tion of the drama.'^ 

An Enemtf of the People is closely allied in content with 
The League of Youth and The PUlart of Society. In the 
earlier plays it had sufficed the dramatist to disclose the 
social lie. The characters representing the forces opposing 
it played but a small part. In An Enemy of the People, on 
the other hand, the opposing force is dramatized in the cen- 
tral figure, Dr. Stockmann, which stands in relief against the 
conservative, he-supporting mass. 

Poets know no greater grief than the lie which rules the 
world, — not the naive nntrath of an imaginative individual, 
nor the tmtrath ot a child, or s traDgressor, who seeks for an 
excuse — but the general, conventional, highly respected lie, 
that parades aboat in society, politics, church, and state, the lie 
which advances with the arrogance of sole right to existence and 

i*''M«rueh »eitt h*UH bti tkm gtradtn; LOgnar itin." 

M B«(cA«td«n gewoTdtn vtrUmfftn ttrfr con detn Dramatiktr xtoar nieht 

mthr die hoht Kraft d«i Htracltt, absr tp^tuefie* doeh mmdetUn* 

gtmHtUeh gtftiMelt at leirdtn." 
n Pusarge: Eiit »4ti»* Drama ton Ibt»%; Mag. f. d. lAt. i. Avthndtt 

103, p. Mff. 
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which persecutes the truth. To expose this lie In all its forms 
has been the task of every great poet since Menander and 
Aristophanes, who does not take refuge in an ideal worid, but 
directs his attention to the present.^' 

This most recent of Ibsen's dramas has the effect of a 
storm which clears the atmosphere. It does not concern it- 
self witii Hecuba, with the sufferings and joys of a single 
human soul; it leads us to the supreme heights of humanity, 
as to the simimit of a snow-covered mountain in Norway, and 
unrolls before us, above the mist of the low valleys, the glisten- 
ing chain of a distant but approachable elevation. With a 
firm step, as that of an Alpine guide, he leads us up where 
all doubts and paltry misgivings cease.'' 

Ibsen was fostered by a few friends until 1887, when in the 
staging of Ghoitt he made his powerful and comparatively 
successful third advance. Among his supporters two needs 
must have mention : Otto Brahm and Paul Schlenther. 

Otto Brahm (1865-1912) had received his first training in 
the theater at Hamburg. In 1881, he came to Berlin to enter 
a theatrical field of broader scope. Althou^ filled with the 
ideals of classicism, he possessed a zealous and keen eye for 
contemporary dramatic efforts. Slowly at first, then irre- 
sistibly, he was drawn to Ibsen. Brahm relates : 

It happened one day that we (Brahm himself and Schlenther) 
found ourselves in the tiny Stadt-theater in the Lindenstrasse at 
the presentation of the PQlart of Society. Immediately wc ex- 
perienced the first foreboding of a new poetic world; we felt for 
the first time placed before people of our day, whom we could 
accept. And out of a comprehensive social critique of the pres- 
ent, we beheld tlie ideals of freedom and truth triumphantly 

3! Passarge: Bin n*u«r Drama Don Ibien; Mag. f. d. Lit. d. AuiIandM 
103; p. 98. Appendix, p. ITS. 
» Ibid., p. 101. Appendix, p. ITS. 
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arise as the pillars of society. From that moment on we were 
disciples of the new realistic art, and our aesthetic interests had 
found their subject.^* 

Ibsen was the great event in Brahm's life. 

For twelve years Brahm remained the leading critic of the 
Berlin theaters. Thereafter he became the director, until 
1904, of the Deutches Theater, later, of the Lessingtheater. 
Here, through his ability to reveal the hidden treasures of the 
poet, he led Ibsen to a genuine triumph on the German stage. 

Of the early enthusiastic days, ushered in bj The PUtarg 
of Society, Paul Schlenther (1854-), too, has left an ac- 
count: 

Onr youthful eyes were opened to the prevalent tinsel and 
artificiality of the theaters. We trembled and rejoiced. . . . 
We visited the theater time and again; and we could sit all day 
reading the play in Wilhelm Lange'a miserable translation. 
Neither the prosy and stiff German, nor the wooden impersona- 
tion of the actors in the suburban theater could vitiate the power 
of the drama. That was the way, that, ninety years earlier, 
Schiller's Love and Intrigue must have affected the young, 
though no longer immature, generation. . , . This play (The 
Pillar* of Sodety) taught us to love Ibsen, to admire him for 
life. I may acknowledge for many of my contemporaries, as 
well as for myself, that it was the influence of this modem 
realistic work, at a decisive period in our development, which 
determined the tendency of our taste for the rest of our lives. 
We who bad grown up under the educative influence of the 
greatest genius in the field of political realism (Realpolitik) 
here came upon the most vigorous literary realism (Realliteiatur). 
Out of the affairs of everyday existence, out of bnsiness and 
labor, we saw an art arise, which impressed us more and more 
profoundly as the imitators of Schiller and romanticism con- 

3'Brabm: KriUtoh* SchHflm, p. 447ff. Appendix, pp. ITS, ITS. 
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tinned to sstisfy na less. It wm a joy to live ai long as Schiller 
and Goetlie were trriting, it was a joy to live as long as romanti- 
cism flourished, now again it was a joy to live, for there was 
living with us a poet who had the strength and the courage to 
deal with the problems and interests of onr day.** 

Schlenther, in addition to his connection with Brahm, de- 
serves recognition as one of the editors of Ihien's Complete 
Work* in ike German Language. 

The years 1880-1886 were distinctly a time of preparation. 
The vanguards of the new drama divined the impending event, 
the trend of the decade. The mention of Ibsen's name with 
that of Goethe is signiUcant. In contrast with the seventies, 
Ibsen was now taken seriously, vigorously protested by some, 
supported by a small coterie. At the same time new forces 
were stirring within Germany itself, independent of Ibsen, and 
the old were drawing to a fitting close. Both concern us, 
briefly. 

One of the few, who, directly impressed by the war, seemed 
ready to perceive and appreciate the significance of the his- 
torical moment for the literature of the day, was Paul Lindau. 
Consequently he had established, in 187S, the weekly journal, 
The Preient (Die Gegentoart), which promised to justify 
expectations concerning him. But all too soon it was evid^it 
that Lindau possessed neither the talent nor the traits of 
character requisite for such a serious rdle, to say nothing of 
those traits essential to a leader or a pioneer. His criticisms, 
at first alert enough, degenerated into random entertainment. 
Finally he became a dramatist, whose acquaintance we have 
made. 

Though not. nearly so disappointing as the drama, the 

Mlbtmt MibmmtUiihf l^trkt in daiU§oh«T Spra«h«, VI, pp. XVII, 
XVIII. Appendix, ^ ITO. 
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lyric and epic had also failed to fulfill the expectationa arising 
from the day's political and national successes. Gustav 
Freytag's Oar Forefathers,^* though inspired by the author's 
personal participation in the struggle, and depicting histori- 
cal scenes with considerable .power and imagination, fell far 
short of reproducing the spirit of the day. It seemed that in 
dreaming of the past, Freytag had forgotten how to portray 
the present simply and naturally. Friedrich SpteUiagen, who 
never quite succeeded in covering up an inherent romantic 
bias, fared no better." It ronained for the Swiss-German 
Conrad Ferdinand Meyer (1826-1898), who never enjoyed 
the popularity or prominence of either Freytag or Spiel- 
hagen, adequately to embody the German national cause in 
his epic of 1871, entitled The Last Days of Huttert."^ 

When the new national drama did appear, it, too, failed to 
embody the spirit of the epoch. Reviving an interest in the 
national past, instead of the present, it further retarded the 
development of that realistic art,*® which was the true ex- 
pression and contribution of the age. Power, — passion, fire, 
and magnitude, became the ideal ^ of tiie moment. Its chief 
representative, in practice, was Ernst von Wildenbruch. 

The Meinmger opened the way for Wildenbruch '^ upon the 

X Die Ahnen, 1ST3-1881. 

'TAlheit Voran, 1673; aturm/lut, 1BT8. 

" Hvttttu Utzte Tag*. 

»B Represented by Frits Reuter, Gottfried Keller, and otbere. 

w This is to a great extent the point o( view of the two Hart brothers 
In the EritUeht WafrngOiagt, 1883-1984. Truth, vigor, nature, genius, 
the slogan of the Storm and Stress a century earlier, were the watch- 
words of their criticism. It opposed the eplgonous literature of the 
day; it turned against the proslness of the older generation. With the 
specific school of naturalism that was shortlf to arise. It had nothing to 
do. (Cf. Arnold: B<u taadtmt Drama, p. 15T.) 

SI Dit Karolmgtr, 1889; Harold, 1883; Der Jfsnnoni'e, 1889; Voitr %md 
SSKm, 1S89| (all written In the seventies), ChriMtoph Marlowe, 1884; Dae 
HMM Oebot, 1886; Die QuitzoiH, 1866; Heutrieh wtd Etinrieht Qe- 
tekUeXt, 1693; DU TooMer dM ErMmM, 1900; Dit RabeniMnerin, 1907. 
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stage by successfullj producing The Carc^ingiaru " at Mein- 
ingen, March 6, 1881. This drama, which had competed in 
a prize contest at Munich, in 1878, but had not even been rec- 
ommended for presentation, was now accepted by a number of 
theaters. It was staged at Berlin, October 26. The next 
year The Menovite,^^ Harold," Father and iSorw,** were put 
upon the boards, and the dramatist was suddenly famous. 
But the ultimate significance of Wildenbruch*s success was 
scarcely more than to prove to what extent, in the eyes of 
the masses, the temperament and character of a writer can 
take the place of artistic capacity. Although a great num- 
ber of followers remained true to Wildenbruch until his death, 
those who were concerned seriously with art had to oppose 
him, no matter how much they valued his nobility of purpose 
and of character. 

It would scarcely be fair to explain WildenbrucVs popu- 
larity entirely on the basis just suggested. As a matter of 
fact, he was the first, who became generally known, to promise 
anything better than the preceding decade seemed to have 
offered. That was enough to gain the support of many who 
had the future of German literature at heart. They failed 
for the time being to recognize that what Wildenbruch of- 
fered was new only as a product of his individual talent, not 
as a product of those forces even then rapidly approaching 
formulation in literary expression. When it was observed 
that he had not caught the spirit of the age, he was soon, 
except for the masses referred to, quite ignored. 

In the meantime the evidence of new life and strength was 
accumulating. Simultaneously there arose a deep sense of 
the necessity of their adequate and congruous expression. 
How to do that was the question. It was a momentous prob- 
lem and, therefore, numerous ways and itieans of solving it 
were proposed. 

Dig-izedbyGoO^If 
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Under the leadership of a Dr. Konrad Kiister, a society, 
" Akademische VereiBigung," was organized at Berlin, in 
1886, for the purpose of furthering academic reform. A 
weekly publication bearing the title Academic Magazine 
(Akademitche Zeittchrifi) became the organ of the society. 
The section devoted to literary interests was soon given into 
the hands of Leo Berg (1862-1908) who, with Brahm and 
Schlenther, must be included among the principal advocates 
of the new movement. A group of literati soon gathered 
around Berg and the approving Kiister, among them Eugen 
Wolff, John Henry Mackay, Amo Holz, and Johannes Schlaf. 
Though they hoped to instigate a revolution in literature, the 
members of the organization did not combine as a clique or 
school ; nor did they accept, not to mention promulgate, any 
single theory or doctrine of literary production. They were 
agreed to support, in a general way, the modem trend in 
literature as opposed to an imitation of the old. 

Without concerted action of any kind, the attainment of 
any purpose was hardly probable. In a paper,'' read at the 
second meeting of the society,'* Eugen Wolff, therefore, at- 
tempted to state their position more definitely. Later, to 
avoid misunderstandings, he prepared a summary of his dis- 
cussion in the form of tenets,'* which he hoped would prove 
acceptible to all members : 

I. German literature is at a turning point in its develop- 
ment; it is on the threshhold of a peculiarly significant 
epoch. 

n. All creative literature ought to clarify poetically the 
spirit of contemporary life; the author of to-day, therefore, 

>! Dit Modtrnt, zar Revolution und Reform der Liferatur. 
*a Called Durch, literally through. 

** I state the tbeses brtefly. Cf. Hanstein: Dot JUngiU D»»Uehla«d, 
pp. 78, 79. 
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tnuEit consider it his miagion poetically to fashion those forces 
at present actuall; significant, or struggling to become so, 
without, however, purposely serving any party or movement 
of the time. 

III. The subject matter of our literature must be modem ; 
it must consider the growing interest in social questions. 

IV. It must seek to embody adequately the national char- 
acter of the German people. 

V. It is the task of modem literature to depict men and ' 
women of fiesh and blood, to portray their passions with in- 
exorable fidelity, without overstepping the innate boundaries 
of art. Natural truthfulness of the art ought to enhance the 
(esthetic effect. 

VI. Our highest ideal of art is no longer the antique, but 
the modem.'" 

VII. Such principles are hostile to the imitation of the 
classics, to blue-stocking dilettantism, and to artificial refine- 
ment. 

VIII. Such efforts which have as their goal the reform of 
the prevailing conditions of literature are to be regarded as 
advantageous and propitious. 

IX. The way must be prepared by the development of a 
sound and mature criticism. 

X. Those who have these purposes at heart must rally 
round and battle for the common cause. 

Certain individuals of the group, preferring to develop 
their personal talents unhampered, would have refused to 
subscribe to any specifications concerning their work, to say 
nothing of a series of tenets as Wolff had formulated them. 
The undertaking of the organization as such was frustrated, 
therefore, at the very outset. 

'"WolSF WM likely Uie author of tbe espreMion Die Mod«rne, which 
though original!]' Bignlfjdng only tt» modem vcrsuB the atUiqtu, later 
became tite slogan ot the new movenient. 
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While theorists were discussing and planning the nature 
and trend of modem art, a few authors had furnished speci- 
mens of it in lyric and epic form. In 1884, Wilhelm Arent 
published an anthology entitled Modem Poc(»."* Old and 
new elements were intermingled and confused. A year later 
Amo Holz issued his Book of the Day.^'' These and other 
attempts remained for the time being rather obscure. Max 
Kretzer was the first to infuse the new realism into the noVel : 
The Comrades,"^ 1881; The Deceived,''' 1882; The Degen- 
erate,*" 1888. Karl Blelbtreu followed the next year with 
a collection of naturalistic stories entitled Bad Company.*^ 

The nation continued to remain oblivious to the impending 
change until Bleibtreu (1869-) made known the fact in a 
startling pamphlet bearing the title A Revolution in Litera- 
ture,*^ 1886. Ingeniously, if somewhat superficially, Bleib- 
treu observes that the development of German literature since 
Goethe and Schiller had led directly to realism. He then 
illustrates how current literature was for the most part far 
removed from the thoughts and ideas that actuated the pres- 
ent, — its great social problems, for instance, seemed non- 
existent to German authors. Insisting that all the questions 
of the day be considered, and treated from the modern point 
of view, Bleibtreu calls attention to those who have measured 
up, to some degree, at least, to that standard. 

Henceforth, tjie revolution was accepted as an established 
fact. Its agitators and its practitioners entered the arena 
of public interest. Although at first separate alid distinct, 
the native currents later merged with those of foreign sources 
to form the full stream of modem art, 

■■ JlfoitfrTM DichttreharakltTt. *" Dii Vtrkommentn. 

" BucA dtr Ztit. «i ScklechU OflUeluift. 

'» Die beidm G«»ont». *' Btvobtthm d*r Uttratwr, 
» Dit BttrogHittt, 
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CHAPTER V 

T&ADinONAL BABRIEXS BBOEEK, 1887-1891 



AT Rome, the twenty-second of December, 1881, Ibsen 
wrote to Ludwig Passarge : 

M7 new play (meaning Gkottt) has now appeared, and has 
occasioned a terrible uproar in the Scandinavian press; every day 
I receive letters and newspaper articles decrying or praising it. 
... I consider it utterly impossible that any German theater 
will accept the play at present. 1 hardly believe that they wiU 
dare to play it in the Scandinavian countries for some time to 
come.^ 

Ibsen knew well whereof he wrote. The court theaters 
of the Scandinavian capitals refused admittance to the play. 
The newspapers were far more liberal in denunciation than in 
praise, so that, as in the past, Bjomson and Brandes stepped 
in as champions of the author and his work. 

Three years passed, for reasons that have been given, be- 
fore Ghosts was put into the hands of the reading public in 
Germany. In A DoWa House, so it seemed then, Ibsen had 
made at least a sli^t concession to the agreeable in the 
character of Helmer. This thoroughly honorable, con- 
scientiously upright mfui, this good-hearted and attentive 
husband was a personality, an ideal, which one might behold 
with pleasure. He was the ray of light in a dismal picture. 
< Brmt fra H. Ibttn II, p. 91. AppeaiSx, p. ISO. 
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In Ghosts Ibsen extinguished even a hint of light. Not a 
breath of air relieved the suffocating depression, not the 
palest raj pierced the dismal gloom. 

Thus the impression was established that the author of 
Ghosts and A Doll's House was possessed of a morbid pre- 
dilection for abhorrent subjects. The repetition of the treat- 
ment of heredity was construed as a monomania on this point. 
So shocking was the subject matter that few were able to 
recognize anything beyond its horror. 

In November of 1886, Otto Brahm concluded a brief essay 
on Ibsen with the following words : 

Up to the present no one has taken upon himself the admirable 
duty, by means of & coherent plan, to introduce an entire public 
into the poet's train of thought, and by means of the presenta- 
tion of hb modern plays from The League of Youth on, to 
mature German theater-goers for Ibsen. Bat sooner or later, 
the time must come, in which recognition of such a duty will 
arise among as. For here a poet has come forth, who, renouncing 
all imitation, has set sail for unknown shores, which are being 
approached by the waving pennants of a nascent art.' 

As a matter of fact, at the very time of Brahm's writing, 
his hope and prophecy were approaching at least a partial 
realization. At the instigation of certain young authors of 
Munich, Ghosts had been put upon the boards privately, 
April 14, at Augsburg. In December followed a presentation 
at Meiningen by the Meininger court troupe. An attempt on 
the part of this troupe to reproduce the drama at Berlin 
met defeat at the hands of the censor. But this obstruction, 
too, was temporarily set aside. Franz Wallner, the drama- 
turgist at the Residenztheater, obtained permission to pre- 
sent Ghosts a single time, for charitable purposes at a mati- 
i Brahm: Hejifik Ibttn; Dev,Uch« Rundtchaa 49, p. 919 ff. Appendix, 
p, 180. 
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nte,* January 9, 1887.* 

Wallner, himself, who acted the part of Oswald, has left an 
account of the presentation: 

I have never again experienced anything like it. After the 
curtain had fallen for the first time, silence reigned for aeveral 
seconds ; everybody was held spellbound by the powerfnl drama. 
But then a storm, a hurricane, broke forth, as I had never 
witnessed it in a tbeater. The dramatist was acclaimed by all, 
— there was no disapproval — and willingly, drunk with victory, 
he appeared repeatedly upon the stage, — tears of joy running 
down his cheeks.' 

Although a decisive event in the history of Ibsen's in- 
fluence in Germany and in the history of the German drama, 
the performance was not a victory for the drama itself. It 
had been widely read, it had been the most popular of all 
new publications at Christmas time (1886), but the public 
could not reconcile itself to the overpowering and " dis- 
tressing " theme.' 

Brahm may serve as spokesman for the Ibsenian coterie: 

• lliiE performance haa generally passed as the premiere at Berlin. 
Leo Berg {Htnrik Ibten, p. 36) calls atteotion to the actual first per- 
formance by the Berlin Drunatlc Society at the ArcbltektenhauEC, 
Jan. 9. 

* OhoMlt was first played by a traveling company In Qiicago and otber 
cities of the Middle West, In Qtt summer of 1682. Then by August Llnd- 
berg's traveling company at Helslngborg, Aug. S3, I8S3; at Copenhagen, 
Aug, se, 1883; at Stockholm, Sept. 17, 18S3. Then at Stockholm, Sept 
27, 1883, In the court theater. No established theater in Norway pre- 
sented the ^rama until the theater at Bergen opened Its doors, Dec. 3, 
1890, No theater of such standing In KrlsUania witnessed OhotU be- 
fore March 30, 1898. The first established theater to play the drama in 
Berlin was the Deutsches Theater, in 1694. It was produced by the 
Thifttre Hbre, Paris, May 29 and 30, 1890. In London a private per- 
formance by the, Independent Theater, March 13, 1891. In Milan, Feb. 
23, 189B, by Zacconi who also played in Rome, Turin, Venice, Vienna, 
Munich, and other large cities. Played tn Spain, 1894; In South Amer- 
ica, 189T, by Novell!. Played often after 1895. 

■ Lothar: Hmrtk Ihttn, p. 119. Appen^ p. 190. 
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If tbe aim in the dcTelopment of oil liter&tnre (Dichtung) 
ia to absorb more and more of nature Into art, to wrcat new 
poetic fields from life, — as Faust obtained land from the sea — 
then, no recent dramatist has gone forward more boldly and more 
magnificently than the author of GhoiU. , . . But, what ia the 
new, the decisive aspect, of this drama? It is the unconditional 
truth, the relentless, gariah truth, if you choose ao to call it, in 
the portrayal of human character. The dramatist shows ua 
human beings, actual, living men and women, fully and com- 
pletely observed, — and j ust because be dares to separate him- 
self entirely from these figures, those who do not know what 
artbtic objectivity really implies, are inclined time and again to 
identify the dramatist with hia characters.' 

Considering the dramatic literature of the day, Ghotts 
was ao extreme innovation. It is natural, therefore, that 
the critical comment ^ould hardly he moderate. As much 
as it might be regretted, on the one hand, that the discussions 
carried on by the daily papers cannot he followed, the avail- 
able reviews, on the other hand, do not fall short of affording 
an adequate notion of the controversy. 

If credence is to be granted Leo Berg,^ the Berlin critics 
gave a striking illustration of their inability to cope with 
a proUem of aesthetics. Not that they rejected the play 
on account of its originaUty, nor that they failed to ap- 
preciate its contents, but that they were at sea, objecting 
to the play, as a school boy does to Ovid, because it is too 
difficult Their inability was further apparent in confusing 
the drama with the piice dei moeurt k la Augier, Dumas, 
Sardou. 

Tlie reiterated objection that Ghotts is too depressing, 
that it fails to liberate the human spirit, Berg refutes. 

« Brafam: KrilUeU BehHftw», p. 107 ff. Appendix pp. \W. 181. 
TBerg: atMOiehaft, IgBT, It p. 930 ff. 
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Lear, Macbeth, and Othello are equally crushing. The force 
of Ibsen's play sunders all that is mean, narrow-minded, vain, 
petty, egotistic, from the souL Thus freed, light ma; enter 
with the rising sun. 

The critics often fail to discover the plot of the drama. 
It lies in the espulsion of the ghosts, all the dead opinions 
and beliefs inherited from father and mother, — a procedure 
that takes place within the heroine. The force opposing her 
is society, represented by Pastor Manders. He who feels 
himself too deeply moved by the fate of Oswald proves there- 
by that he failed to grasp the intent of the play. (Berg.) 

That Ibsen had, however, in spite of all derogatory 
criticism, — perhaps because of it — actually won the contest 
between the old and the new became ever more apparent. 
There arose a competition to stage Ibsen. The same year, 
1887, bore witness to the presentation of An Enemy of the 
People, which had been ignored for three years. Roimert- 
holm was given two performances, first at Augsburg, then 
at Berlin. 

On account of our inveterate enthusiasm for everything 
foreign, writes Frenzel,^ an Ibsenian school has quickly 
arisen among us. Blindly they follow their master in all 
the labyrinthine ramifications of his pessimism. In their un- 
reserved admiration, which extols Ibsen as the greatest 
modem dramatist, beside whom Augier, Sardou, Alexander 
Dumas appear as s(^olboys, they overlook the fact that 
Ibsen is a Norwe^an poet incapable of forsaking his native 
point of view. All his dramas bear the impress of a Nor- 
we^an Aufkliinmggtendenz. The psychological element, in 
which his talent is rooted, lends to his characters, — because 
he is far more the thinker than the poet, that characteristic 

« Frcnid: D«iateha Ewtdtehatt ai, p. 4U ff. 
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which makes them eo incomprehensible to the naive observer. 

It is never a truly tragic guilt, a jiowerful destiny, that 
crushes the hero ; his environment and the air he breathes 
prepare his downfall. The pessimistic elements in the poet 
have their origin only to a small degree in the perception of 
universal misery ; it is the misery of Norway that aggravates 
and pains him. The name of his illness is not Existence, 
but Norway. If the Ibsenian heroes ever had the oppor- 
tunity to take a walk Unter den Linden or upon the Boule- 
vard in Paris, they would be cured of their whims. 

If the plots are examined closely, by means of which the 
poet, tries to clothe his physiological and psychological 
views and conceptions, one meets with a characteristic un- 
certainty, obscurity, and timidity to draw the final conclu- 
sions and to designate things by their actual names. 

The main question in his plays is not as in the real drama, 
— what is going to happen to the characters, but what wats 
their past existence. This is properly the subject matter 
for a novel, — and such a psychological narrative with its 
moral and spiritual subtlety is the antipode of the genuine 
drama. 

Of the three plays, Roimerskolm, An Enemy of the PeopU, 
and Ghosts, the last mentioned is the strongest and morally 
the most reprehensible. On that account, the constabulary 
censor allowed but one performance. Ibsen is a poison, but 
society has become immune to its effects. It is beyond the 
power of the stage to do any harm to the modem man. 

If the highest purpose of dramatic art is to provote a 
kind of *' moral sea-sickness," then Henrik Ibsen, with his 
incomparable talent, is the master of that art. He succeeds 
best in exposmg the paiaful in human life and in torturing 
his audience. 

Another critic contests Ibsen's illustration of the awful 
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truth concemmg the sins of the father.' Hie ingenioiu 
author has unfortunately left the field of trustworthy ex- 
perience and has constructed circumstances for which Ufe 
presents no counterpart. Such a malady as Oswald's never 
can be attributed to heredity. From whatever aspect the 
drama is approached, its natural impossibility is clear. It 
belongs far more to the realm of fancy than to the world 
of actuahty, s circumstance which necessarily weakens the 
thesis of the play. 

Georg Maltowsky is the author of a more positive esti- 
mate. The most exacting critique fails to find a discrepancy 
in the motivation ot logic of events. All the characters 
act as they must act, being what they are, and placed in 
the given circumstances. They are men and women of fiesh 
and blood. Though they are not refreshing and comforting, 
they are true to the last detail. 

The idea of the play has been misinterpreted by the critics. 
The ^osts are antiquated points of view and rules of con- 
duct opposed to nature and its moral law. Tlie fear of 
these conventional views drives the people into unnatural 
and perverted conditions. And the harvest is not unlike 
the seed. 

The play is filled with a moral earnestness, which fact way- 
lays any attempted moral indignation.*" 

An Ibsen cult arose, not among those who for balanced 

and (esthetic reasons became his disciples, but a cult of those 

who for the time being were active in disseminating their 

opinions of what the master meant. A situation so oppor> 

tune for satire was not to be ignored.^' It was at this time 

■ Bmil Jonas: Vaber dit Dichtungtn der Qepnutiart vnd lhr» VorUrbt 

fOr KrankhtUucMldtTungen; Mag. f. d. Lit. d. Itk. ^ AutltnuUi 109, 

1886, 1; p. 393. 

iDMeJkowaky: Otpemcart 31, p. i5S. 

II Earl BorlDskl: QatfttuUr, em QttpTSeh; Ortrabottn, 1BB7, 1) p. 

saitt. 
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that a jouthful student graduating from the University of 
BerUn proposed, according to the prevailing custom, to 
support, among others, the thesis that " The Malady of 
Oscar Alving in Ihsen's Ghosts Approximates a Case of 
Progressive Paralysis." The student must have erred in 
his diagnosis, which an observant medikus *^ could not allow 
to pass uncorrected, although, he concludes, a professional 
analysis of Oswald Alving's case hardly bears upon the 
drama as a work of art. This example of rather ridiculous 
extravagance, such we should term it to-day, serves as further 
evidence of the extent, if not of the depth, to which Ibsen had 
at first affected the young generation in Grermanj. 

The interest aroused bj the production of Ghosts led to 
two presentations of An Enemy of the People '* at the 
Oatend-Theater of Berlin. The first performance, on March 
5th, was witnessed by a literary audience, the second by a 
more naive and imtrained public. In both instances storms 
of approval greeted the players. 

The super-intelligent observers, Brahm informs us,^* could 
only oppose the increasing interest of the general public 
in Ibsen by recourse to nationalism versus the predominating 
Atuldnderei. It had been these very individuals, however, 
who had calmly endured the absorption of the German 
boards by the French, much further removed from German 
taste and spirit. There resounds in Ibsen's dramas, Brahm 
maintains his point, a fundamental tone of genuine Ger- 
manic quality. The defiant positiveness, which in the 
struggle for recognized right despises the opposition of the 
multitude, and the clear confidence in self and in good cause, 
which Stockmann embodies, are characteristic too of 

i^Medikasi Ibt«n und di» Mediein; Oegeweart SS, 1689, Ij p. 900ff. 
IS An Enemy of the People, plafed in Paris, Nov. 9, 1693; London, the 
some year. 
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Kleist's Michael KoJUhaas, Otto Ludwig's Erbfortter, and, 
somewhat altered, also of Goethe's Gotz and Schiller's Karl 
Moor.^* 

In An Enemy of the People, Ibsen had followed the hero 
to a turning point, not to the end of his career. This seemed 
annoying. Ghosts had been labeled " distressing " ; An 
Enemy of the Peo^ was " unsatisfying." The themes of 
the new plays were too unusual, too striking. Until the ex- 
citement occasioned by them was allayed, the contemplation 
of their artistic merit was, as a matter of course, out of 
the question. Stein records,*' therefore, that Oskar 
Blumenthal, initially an opponent, then a champion, of the 
dramatist, was the first to stage An Enemy of the People 
with some insight, — at tne Les sing-theater, 1890. A fully 
satisfactory presentation of the tra^-comedy was postponed 
until undertaken bj the Deutches Theater, May 12, 1901. 
The next drama to come before the puUic eye was Rosmert- 
holm. 

Rottnertkolm. Ibsen's dramas are a continaed struggle against 
the lie, and a victory of the spirit of tmth. Wherein is their 
dramatic strength to be found? In the plot.^ There are hun- 
dreds of plays with more significant plots. In the dialogue ? 
More elegant, flowing, and perspicuous dialogue is to be found. 
In their effectfulness ? The common effects are avoided with 
almost Puritan rigor. The victorious strength of the plays lies 
alone in the idea, in the resolute prosecution of the idea, which 
is never turned aside by bogus effects and ornament, by empty 
phrases, by superfluous romance. The one idea, which con- 
structs the play, is so great, so true and staggering, that it 
carries us away, — crushes us, — and liberates us. As no other 
modem dramatist, Ibsen is master of the secret of dramatic 
force. ... 

i«Brahm: KritUeke SehrifUn, p. 121 ff. 
t> Stein: Henrik Ibim, p. 30. 
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Much in the characters (of Roimerikolm), their customs and 
conversation, seems strange to us. It is a different, more heroic, 
more rugged, yet dreamier race of men, that speaks and acts 
there. Yet, nevertheless, we feel that just in such a manner 
these old Geriqanic viking characters must speak and act. 

I am of the opinion that we Germans are not to-day able ade- 
quately to present these characters on the stage, which is to be 
regretted. A brighter future mnat not only rear among ns 
the proper public for Ibsen, but also the efficient actors. The 
eternal Franzdaelex has incapacitated both to dip at the pure 
spring of genuine German art. On that accomit, Ibsen is a 
stumbling block to so many.^* 

Another commentator *^ perceives the dramatist in Roa- 
meraholm revealed in his greatness and in his entirety. Here 
Ibsen expounds the vigor of Ufe in union with happy in- 
nocence as the force which will accomplish everything great 
and good. Happy innocence is, however, not the posses- 
sion of the struggling individual of a transitional epoch, upon 
whose shoulders his own and others' guilt rests, about whom 
the sins of his generation swoop as the white horses about 
Rosmersholm. One thing alone is given to the man of to- 
day, the renunciation of love. This melancholy refrain, 
begun in The WHd Duck, swells into a powerful chord in 
Roimertholm. The courage of life and the renunciation of 
love! 

Ibsai is always symbolic, even where he appears to he 
true to actuality. His characters are half-observed, half- 
constructed, — observed with the eye of a genius, defectively 
constructed. When they analyze themselves, they are in- 
comparable; when Ibsen construes them, they disintegrate. 
Rogmertholm, perhaps, suffers most from these faults. 

» L. WlUfrledi OsietUeliaft, 1B8T, 9; p. 748 ff. Appendix, pp. 181, 169. 
IT L. Morbolm: Heitrik Ibuiu «•«#>(< Dramtn; G»g*mBart 31, p. 7 ff. 
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To Otto Brahm the characters of RoamevBholm seem re- 
lated to tiiose of the Shalcsperean drama. Rebekka West 
is not only similar to Shaksperean characters in her primi- 
tive nature, in her power to sin, but also in her power to re- 
pent. The ethical forces do not triumph more signally 
within Macbeth than they do within Rebekka. Rosmer and 
Rebekka, the vita contemplatiDa and the vita actiua, are 
contrasted. Unscrupulous will, on the one side, ethical con- 
sideration and reflection, on the other. In the struggle 
between the two, relined morality conquers. The past 
burdens both with guilt, which they expiate together.'* 

The initial production '* of Rosmersholm at Augsburg 
was a decided success. Ibsen, who was present in person, 
was greeted with prolonged applause.^" The attempts to 
stage the play at Berlin seemed not to have fared so well. 

On the fifth of November there appeared in the Gegen- 
wart " a brief disquisition by Oskar Bulle on Henrik Ibsen's 
Demand of the Ideal, which, on account ef its intimate con- 
nection with Sosmershohn, may most properly be considered 
here. The substantial foundation of Ibsen's life and work, 
he writes, is " the demand of the ideal." Thus in The WUd 
Duck Ibsen makes answer to the jeering query, — if he had 
not in the course of years grown sufficiently in wisdom to 
reduce somewhat the sum total of the ethical demand, with 
the decisive rejoinder: Never, if I stand before real, 
genuine human beings. This inexorable severity of the de- 
mand admits of no amelioration. Manners, customs, re- 
ligion, society weigh not a jot against it. 

Ibsen is keenly aware of the overwhelming millions of dis- 

i» Brahm: KrUitchs Sobrtfttn, p. 131 ff. 

1' Botmtrtliolm, first placed in London, Feb. 93, 1891; In Paris, Oct 
4, 1893. 

>o Pud lindau: AlUrUi dA«r TknUgr; Itord und SM i3, p. S6T ff. 
n O»gtiK0art 33, p. 395 ff. Also Kututwart I, p. 51 ff. 
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tortions in the world, the few gffnuine men and women. In 
Rotmershohn, therefore, he sets himself the task of en- 
nobling all men {aUe Mentchen im Lande zu AdeUmentchen 
JBU machen). "I will try," says Rosmer, "to spur them 
on. They themselves must accomphsh it" (Act I). Man 
cannot be ennobled from without. 

Ibsen would set human kind to thinking, to considering, 
without going into the details of what the new order will 
call for. Unto that age, and perhaps forever, remains the 
demand. The demand of the ideal of truth. Truth is the 
one worthy goal of man. Truth gives to mankind Its 
nobility and freedom, its joy and innocence. To allow truth 
to shine unobstructed, Ibaen demolishes truths. Truths may 
grow old, and be no longer true. Only when the truth is 
decrepit does the great mass accept ^. Therefore, no 
formula; the demand of the ideal is individual. Each in- 
dividual must fashion and improve his own. 

Ibsen demands the adjustment and direction of the will 
to the true, the sensible, the good. He demands a purifica- 
tion of thought, refinement of conscience, and a harmonious 
agreement of insight, conscience, and action. 

In Rotmertholm, the most profound and noblest of his 
dramas, Bulle continues, the demand of the ideal finds its 
most powerful, deepest, and saddest expression. The ques- 
tion arises: When will the demand realize its fulfiUmentP 
Will not the ignorant and brutal present, or the unavoid- 
able force of the past ruthlessly sunder the two genuine, 
ennobled beings who are about to fulfill it? Ibsen's service 
lies in his raising the question. 

Culture will progress, but the he will remain. For thou- 
sands of years to come, therefore, as to-day, the demand 
of the ideal will be valid. And then, as to-day, Ibsen's 
drimias will proclaim it. 
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The apprehension of Eosmartholm apparently did not 
develop so rapidly or steadily as that of the other dramas 
Ibsen sent out in the eighties. Both public and critics suf- 
fered relapses. The Lessingtheater produced the play in 
1890. Although the Berths Tageblatt maintained that the 
performance had the air of a WeUupiel, the Kreuzzeitung 
recorded that the dull spirit of ^nui crept into the theater. 
The public, nevertheless, responded with considerable 
sympathy. The presentation of the drama in the Deutsches 
Theater, September, 1899, was, according to Stein,^^ not 
only at last satisfactory, but a remarkable triumph of 
modern dramatic art. Emanuel Reicher played the r61e 
of Rosmer, Louise Dumont, the role of Rebekka, with the 
admirable support of Nissen, Oskar Sauer, and Max Rein- 
hardt in the roles of Kroll, Brendel, and Mortensgard, re- 
spectively. The close and earnest attention of the audience 
was index enough of the progress made since the earlier at- 
tempts. 

Before leaving the momentous occurrences of 1887, a little 
space must be granted the opinions of the more reserved ad- 
herents of the conservative party. 

The corrupting mistake in the modem desire for truth 
in art and literature is the erroneous idea that all human 
suffering which arouses compassion is worthy of being the 
object of artistic treatment. Such a notion usually confuses 
the concept of the sorrowful with that of the tragic. Be- 
cause of the failure to recognize this distinction, artists have 
made countless mistakes in the choice of subject matter, 

The ideal of the beautiful in art once lost, Cam^Uat, and 

HebbePs " dramas of terror and torment " are natural 

sequels. Yet Hebbel never ventured to cast the concept of 

the tragic overboard. None has gone so far as Henrik 

» Stein: Eanrik Ibt»», p. S5 ff. 

Dig-izedbyGoO^If 



Traditional Barriers BroTeen, 1887-1891 71 

Ibsen. His Ghosts is a declaration of war against modem 
(esthetics. The much vaunted truth in the modem drama, 
upon analysis, is not true. The modem art is not art.^ 

Another critic is confident of the transient nature of the 
evil: 

Indeed, it is true that realism has prevailed for the time be- 
ing, bnt it is a canker of the time, as the seatimeatal bias which 
called forth ffertker a hundred years ago. At present a phy- 
sician for the malady is not at hand, but I do not doubt for a 
moment that he will come. Of course, every disease leaves its 
traces, but its purging effect is often salutary. We hope that 
this result will not be wontmg in the present case. Pessimism, 
realism, naturalism, etc., are ulcers, excrescences, which, per- 
haps, prognosticate an imminent revolution. Their evil hmuors 
— as has been the case formerly under similar circnmstances — 
must be expelled from the whole provided it is sound and has 
retained its vitality. There is, moreover, such a dissimilarity 
among realists, that one hardly knows at times, what to make of 
it. I should almost like to say that idealistic realists are also 
to be foond. 

Such dramas as those of Henrik Ibsen, for example, demon- 
strate by their present vogne how little vitality they contain. 
It has never been the concern of art to offer the repulsive; sjrm- 
metry and calm, exalted beauty are the criteria. It is time that 
we recall to memory the words of our immortal poet: 

Emit iff dot Lehen, heiter tit die Kumt.** 

We turn to the next eventful year. 

1888 
Ibsen had now reached his sixtieth year. In an interest- 
ing account, M^ Intercourse with Henrik Ibsen, Fritz 

** Eugen Sierke: Henrik Ibtea und dtr ReaXiimiu aaf dtr B4hn«; 
UMera Zeit, I8ST, 8; p. 165 ff. 

"H. von Pilgriini Di» Bflftiw und «r« ^uitntft; Mag. f. d. LU. d. 
•Avtiandtt III, IBSTi pp. 339, 3M. Appendix, p. 1B9. 
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Hammer has preserved a peculiarlj human portrait of the 
agin^ dramatist, to whom Munich had become a second 
home: 

It occurred in the Caf£ Maximilian. As long as Ibsen has 
been living in Munich be is to be seen there every evening, no 
matter the weather, between 6:30 and 7:30 — at no other honr 
— always seated at the second or third table to the right of the 
entrance. He is nsnally alone, a glass of beer or a glass of 
cognac and a water bottle in front of him, a newspaper in his 
hand, — over the top of which he is osnally reading with a com- 
prehensive and serene attention. The people who throng in and 
ont are themselves a chronicle, s living collection of jom-nals, as 
important and interesting, at least, as the printed pages of the 
daily papers. Often Ibsen sits there as a " guest of stone," 
motionless, introspective, his lips tightly closed, bis left band 
npon his thigh, his right band resting lightly upon the marble 
table, the fingers as though holding a pen — as if in con- 
templation at his desk, in absorbing mental work. Then he 
quietly gets up, takes bis cane, silk hat, and gloves which al- 
ways lie upon a chair near by, and leaves with short, silent 
steps. 

It was in the Caf^ Maximilian. After I had seen Henrik 
Ibsen there for the third time, I gathered enough courage to 
disturb his solitnde. I introduced myself to him. He shook 
hands with me and remained standing. After the formalities 
had been disposed of, he invited me to sit down with him. He 
spoke with a subdued, mild intonation. His usually passive 
features became uncommonly pleasing and animated. Since then 
I have never heard him talk in any other way." 

The WUd Duck was the next drama to solicit considera- 
tion. The first to call attention to it, about a year after 

*• Hammer: Main Verkthr mit Henrik Ibten: Getelliehaft, 1888, 9j pp. 
Hl-m. Appendix, p. 188. Compare with this the account Lothar 
(p. 191 ff.) quotes from M. G. Conrad's Tagebwch. Sentence upon sen- 
tence, identlcall 
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its publication, was Rudolf Schmidt, in Scandinavian 
Letters.'^^ This play, he writes, is weak in its endeavor to 
inculcate a general truth bj means of insij^nificant char- 
acters. In its theatrical aspects the play is the work of a 
master most probably at present unexcelled. 

The initial presentation,'^ at Berlin, March 4, was awaited 
with intense expectation. Brahm states ^* that the play 
had been widely read and admired. The masterly character- 
ization of the persons of the play had enlisted the liveliest 
interest and approval. The form, on the contrary, had 
raised doubts and queries in the minds of many. With the 
presentation, however, all uncertainties as to the new master- 
piece were dispersed. The eminent dramatic and theatrical 
surety of the master's hand was unquestionable when viewed 
before the boards. 

Again Brahm discovers the dramatist of Shaksperean 
ability. Ibsen possesses that Shaksperean versatility which 
allows him to objectify his characters. He shows not only 
what the people are, but also why they are so.^* 

The spiritual poles of the drama are the contrasted 
pessimist and optimist. The increasing clarity of the 
antithesis during the progress of the play, until, finally, the 
entire train of thought stands revealed did not fail in its 
effect upon the audience. 

But, as is always the case in Ibsen's plays, the spiritual prob- 
lem is most closely connected with the fable. Thus, seemingly 
in a natnral way, — which is the triumph of the greatest art — 
the one develops out of and with the other."' 

M Moy. /. d. Lii. 109, 1886, 1 i p. 36. 

)iT&« Wild Dock. pUyed by the Th^tre libre, Puis, April SI, 1891; 
Londfm, May ^> I^^*- 

la BFofam: Kritiiche Schriftait, p. 158 ff. 

*> Brahm: Kril. BchrifUn, p. 161. 

Mlbld, p. 163. "Abtr xeie tUtt bti Ib*mt wrtehUnfft tieh mii d«m 



3d by Google 



74 Ibten in Germany 

The spiritual import of the pla; was not generally recog- 
nized at the first presentation. Its artistic achievement, on 
the other hand, was irresistible. 'Hie feeing that a drama- 
tist of the first rank had arisen, became a conviction. 
Although, as Brahm writes, Ibsen had not yet been repre- 
sented upon the German stage in quantity, the impress that 
he had made was extraordinary. He had virtually reani- 
mated the life of the theater.^' 

Even Karl Frenzel concluded that, in spite of other faults, 
the delineation of the £kdal home is remarkable and ex- 
tremely effective. 

The stage in Denmark and Norway has become a rostnmi 
from which the emancipation of woman, the social status of 
matrimony, the education of children, the immorality of the 
upper circles, the sad fate of the girl of the common classes, 
the struggle against brandy are discussed. The dramatic fonn 
is not chosen for its art, but for its great effect upon the mul- 
titudes. Purposely the dramatic talent places itself in the serv- 
ice of social welfare. In realism, which demands truth and 
not beauty, the aims and powers which per te have nothing to 
do with art become the all important ones. Ibseu treads in 
these tracks ever since he wrote The PtUart of Society, except 
that his theses remain ever more obscure nnder the veil which 
rests upon his last works, and the remnant of idealism which 
still maintains constantly smuggles a phantastic element into the 
realise fable and characterization. The observer perceives 
without difficulty that the design of the dramatist in the Wild 
Duck is to present the wretchedness and baseness of the average 
man when confronted by the " demand of the ideal," and forcibly 
to express his view of life in its utter hopelessness. But this im- 
pression is continually confused by the observation that Gregers 

geiitigtn Problem oaf da* mmgite die Fabel dee StUcket; mit «fn«r 
ichtinbaren NaiHTKehkeit, die xuffUich dtr Tritimpk der grSitten Ktintt 
itt, entwickelt tick da* eint au* dem a»d*r*n tmd mit d«m oaderM." 
■1 Ibid., p. les. 
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Werlc, who exacts the demand of the ideal, is a fool whose clnms; 
procedure to raise up a friend from moral deterioration involves 
the death of the lovable child, Gregers Werle, like Johannes 
Rosmer, is obsessed b? a single idea,— to ennoble the work-s-da^ 
man, to make a superman of him, only to find, after the failure 
of his attempt, that he has no other destiny than that of being 
the thirteenth at table. . . . 

The obscurity, the want of frankness to designate things by 
their real names, is characteristic of Ibsen's method of repre- 
sentation. We the observers, are expected to guess what he, 
the dramatist, does not dare to state clearly. . . . 

The portrayal of the four persons, of their, in part, needy, 
and, in part, phantastic surroundings, the cretinism of the old 
man, Gina's resoluteness, Hjalmar's vague, mendacious, stagy 
disposition, the poetic fragrance which envelops Hedwig — is in 
its veracity and peculiar local coloring decidedly touching and 
admirable. Even the symbolism of the wild duck is not too 
disturbing; one becomes accustomed to the adventurous crea- 
tion of the dramatist, however little it has to do with the plot,** 

In The WUd Duck, another critic proceeds,^* the realist 
Ibsen comes to the same conclusion as the idealist SchiUer: 

Life is but error 

Nur der Irrtum itt dot Lehen 

Knowing is death. 

Und dot Wiiten ut der Tod. 

But this applies only to men like Hjalmar Ekdal, not to 
a Stockmann, a Brand, or a Nora. Since the great mass 
consists of Hjalmars, Ibsen's social pessimism is not awry. 

The WUd Duck, as Roimertholm, is the final catastrophe 
of a drama. The exposition and the peripeteia are neces- 
sarily, therefore, outside the play itself, — in the past, and 

'* Freiue]i D4tU*eh» Rvudtehan Si, p. Ml ff. Appendix, pp. ISS-ISS. 
M Julius Brand) OMelltehaft, 1888, 3; p. 1136 ff. 
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must be related. This error is compensated for by the 
splendid dialogue of which Ibsen is a master aa no other 
living writer. 

The characterization of little Hedwig is a masterpiece. 
Every word has been reproduced from life. And stili there 
are oracles upon critical tripods who maintain that Ibsen 
is not a realist. If they are asked why, they reply: Be- 
cause he depicts unusual conditions. As though realism 
dared portray only commonplace people and work-a-day 
happenings ! Realism is not dependent upon subject matter, 
it is determined by method. In contradistinction to the 
idealist, who is the colorist, or conventionalist, who writes 
from reminiscence, the realist writes from direct experience. 

That is the reason every new drama of Ibsen affects os as a 
discovery in the domain of dramatic art, a widening of its 
boundaries. The study of this dramatist Is recommended to all 
those who thoughtlessly repeat the commonplace of the incapacity 
of our time to prodoce drama. Above all, this study is recom- 
mended to young Germany, 

Ibsen's dramas are the best poetics for beginning dramatiBtS 
(far be it that imitation be encouraged) ; they are also the best 
ethics for future men."* 

Quite different is the opinion of Ulrich Klein *" to whom 
The wad Dveic is morally reprehensible: 

There exists a truth of perception and a truth of will. 
The first concerns that which is; the second, that which 
ought to be. The latter is the moral truth, the good, which 
man is supposed to realize in his actions. 

Although man sins, he does not want sin to endure. 
Something lives within him which revolts against evil. This 
revolt is not necessarily the result of voluntary and logical 

>« Brand: OwlUehaft, 168S, 2; pp. 113T-3S. Appendix, p. ISA. 
M Kldni Kmutwart I, p. 3i3 ff. 
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thought ; it is instinct. When man offends against it, it cor- 
rects him. This powerful something is shame. 

It is the feeling of shame, therefore, which prohibits man 
from acknowledging his unchaste actions to every one. 
Silence concerning a sin is by no means in itself the dis- 
position to lie. 

Man sins, but he does not want sin to endure. This 
principle of man, Ibsen misinterprets. The result is this. 
The world conceals its sin out of a feeling of shame. A 
dramatist appears and, on that account, repudiates the world 
as nefariously mendacious. He insists upon the truth. 
What does he then demand? Nothing more nor less than 
shamelessness ! That truth is pernicious to the common 
weal. 

The Wild Duck was the seal upon the traditional 
esthetics. With especial directness it pointed to the ir- 
retrievable displacement of what the old school, hence, its dis- 
comfiture, had been defending with so much zeal. The deeper 
significance of the tragedy was in a great measure disclosed 
by Oskar Sauer, who perceived in Gregers Werle much of 
Hamlet, at the Deutschcs Theater, January 7, 1897.*' 

The revival of A DoU's Houte at the Lessingtheater, in 
November, was rewarded with success. By March, 1890, 
sixty performances had been given in this theater alone. 
In the meantime, the Residenztheater had played Nora at 
least ninety times. A performance of Lady Inger seems to 
have passed unnoticed. 

This same year, 1888, brought forth what is in a number 
of ways the most suggestive criticism of Ibsen and his work 
appearing in the thirty years under consideration — en- 
titled Henrik Ibsen's InteUectzuU DevAopment and Art,''' by 

" Stdn: Htnrik Ibitti, p. SB. 

"'El. KtUmemonDi Hsnrik Ibte*i OtUUtenlvlektluitg imd KiMtt; 
aMtOsehaft, 1888, S; pp. 733 ff., 881 ff. 
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Eugen Eiihnemaim. A few remarks chosen from the cod- 
duding pages follow. 

Ibsen's art is based upon his faculty of close perception 
and his intellectual power, which penetrate into the secrets 
of human existence. On that account, there are no ideal 
characters in his dramas. The idealistic trait in his works 
lies in their powerful disposition, in the victory of the new 
and liberated points of view. 

Since Ibsen seeks to delineate the separation of the new 
age from the old, he must, as a matter of course, show the 
conflict of their forces. He is convinced that outwardly, at 
least, the passing age maintains its prestige. Necessarily, 
therefore, the situations depicted are more or less dismfd. 
By no means, however, is Ibsen a pessimist. The tragedy 
in his plays is in its inner nature conciliatory. 

In his greatest works, Ghoitt, RosmershoVm, The WUd 
Duck, he has rejuvenated the Greek tragedy. The past 
penetrates step by step more deeply into tiie soul of man 
and he succumbs — as (Edipus the King, whom Schiller had 
so much admired and had not been able to approach. 

Outwardly calm, inwardly active, the Greek and the 
Ibsenian drama are identical. This structure alone could 
lend complete expression to Ibsen's fundamental ideas. 
Content and form are in concord. 

Shakspere had been the dramatist of the individual. 
Ibsen is the dramatist of his individuality. In depth and art 
the latter is an important step forward. 

1889 

When published, The Lady from the Sea was heralded and 

advertised as the creation of a new Ibsen, a work, simple, 

intelligible, •and optimistic. Four theaters applied for the 

privilege of producing it first, only, after careful perqqitl, 
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to decline it. The play attained a presentation finally, 
March 6th,^^ on the hoards of the Schauspielhaus, Berlin. 

The reception of the drama was far less enthusiastic than 
that of either The WUd Duck or the recent productions of 
Nora, which the audiences had approved almost completely. 
The critics, in ^neral, gave voice to a number of objections. 
The realistic treatment was considered unfortunate for the 
romantic subject matter chosen, — EUida was interpreted as 
a water sprite. "Kie solution of the problem, though poetic, 
and theatrically effective, because surprising, was disap- 
proved as illogical and non-naturalistic. " He who knows 
women, he who understands Ellida, her inherited madness and 
hysteria, — for at bottom that is her trouble — could safely 
wager that she would actually and truly act differently, and 
not withstand the uncanny lure." ** 

The drama is full of contradictions. On the one hand, 
the dramatist preaches the unlimited exercise and unfolding 
of the individuality, with utter disregard to social sanction 
and decency; on the other, he insists upon the most severe 
ethical demands which subject the individual to the eternal 
principles of the moral law, " although no normal truth lives 
longer tiian twenty years." The first principle would lead 
not only to complete barbarism, but it would denote the 
destruction of the second.*" 

Of all of Ibsen's plays, writes Frenzel, The Lady from the 
Sea has the weakest plot and the least dramatic substance. 
And since he is no medium and no juggler, Frenzel continues 

"Played in London, May 11, 1991 j in Paris, Dec. IT, 1893, 
BB Zolllng; Qegenwart 3J, p. IT4. W«t dia Prcaiea kanat, lear tint El- 
Uda ver»t«ht, ihrtit heredildrtn Wahnntm und ihre Hytterit, dt«m {m 
Qrunde Ut diet tAr Leidtn, mSehte darauf icetten, dait tie in Wirklieh- 
keit und Wakrkeit andtrt handetn und der grcmtnhafteit Loekun^ iricht 
widtTtlgken vrHrde. 

" Guatuv ScboUn&cIc: OrtKcboUn. 49, 2; p. 130. 
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his remonBtrances, he cannot follow the dramatist into the 
fourth dimension into which the intricacy of his hypothesis 
leads him.** 

The Lady from the Sea was, therefore, for a good share 
of the Berlin public an undramatic, tedious, inconsistent, 
and even mad dramatic effort. The applause actually occa- 
sioned was attributed to the Ibsenian cult (Ibsen-Gcmeinde), 
the like of which, according to Brahm,*^ had no autiientic 
existence. 

Brahm attributes the comparatively cool reception of the 
drama to the decided Northern coloring, which remained 
foreign to many of the readers and many of the audience. 
The players, moreover, were scarcely equal to their task.*' 

This last, frequently quoted reproof demands a moment's 
attention and a word of explanation, if for no other reason 
than to obviate the possible impression that Ibsen was being 
played by mediocre talent in second-rate playhouses. The 
truth of the matter is that Ibsen demanded a special kind of 
training, a new technique, which impersonators needed to 
grow into. This accomplished for any single drama, re- 
markable impersonations were not uncommon. Ezduding 
Frau Niemann-Raabe, of whose interpretation, though lauded 
and admired, little is actually known, four actresses of abil- 
ity and repute played Nora, for example, in Berlin alone: 
Eleonora Duse, Agnes Sorma, Gabridle Rejane, and, later, 
Irene Triesch.** 

In South Germany (Munich), three months later, a hap- 
pier acceptance of The Lady from the Sea was predicted. 
Ibsen surprises us anew with each one of his works. His re- 
cent drama, which occupies, perhaps, the zenith of his dra- 
*i Karl Frenicl: Dettttekt Bundtehan M; p. 301. 
49 Brahm: Krititcht Schriften, p. 83S. 

«■ ibid^ p. ass ff . 

** Cf . Stein I Etnrik Ibttn, p. 9 ff. 
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matic writings, is the point of departure into new fields of 
creative art, — no longer the annihilating negation, but the 
joyful affirmation of life. It is the most complete and most 
agreeable of his works. It is destined to silence all opposi- 
tion by the positive proof that Ibsen is not a pessimist. No 
pessimist is able, after his earlier severe and rigorous work, 
to present to us a drama of conciliation so poetic, so replete 
with the joy of living.*" 

Yet Stein *^ is of the opinion that neither Tlie Lady from 
the Sea nor, afterwards, The Masterbu&der ever received full 
justice on the boards of Germany (prior to 1901), to say 
nothing of the first performance. Viewing the drama from 
the standpoint of bon sens, the public failed to penetrate into 
the underlying significance of the play. Ten years later, it 
was presented twelve times at the SchillerUieater with some 
impFov^nent. 

During the year, The PiUars of Society reappeared upon 
the stage to remain there. By 1899 the play had> been pre- 
sented over twelve hundred times, in no less than sixty thea- 
ters.*^ The success of the seventies was repeated. The the- 
atrical effectfulness of the play appealed to the masses, 
though, it must be added, in some instances, at least, that 
great strides had been taken in the interpretation of the 
more serious import of the drama. 

The faith in and the enthusiasm for the coming art had 
grown apace. No longer could the impatient generation 
wait upon the pleasure of the regular theaters and their 
managers. No more time remained to haggle with the (es- 
thetic principles and moral scruples of the past, Ibsen and 
the native products to follow in his wake, needs must have a • 

«s Heinz Tovote: QflUehaft, 1S89, 9; p. 786. 

M Stein: Htnrik tbttn, p. 99. 

« Ibsenc Samhda Varkir VI, p. VII. 
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means of unarrested expression. Self-expression is impera- 
tive. To this end the Free Theater (Freie Buhne) was es- 
tablished at Berlin. 

Following the example of Antoine's TJUdtre libre in Paris 
(established, 1887), a small number of Grerman authors and 
critics, among them Otto Brahm, Paul Schlenther, Heinrich 
and Julius Hart, Fritz Mauthner, Gerhart Hauptmann, and 
Julius Stettenheim, formed the association to promote the 
new drama. Heretofore, for several decades, so it seemed to 
them, there had been no German theater. Thefe had been a 
dearth of its every requisite: the actor, the dramatist, the 
public. Now actors had arisen, the greatest of them, Joseph 
Kainz.** The dramatist had appeared in the person of Hen- 
rik Ibsen. The puUic, too, was at hand. Membership in 
the association was open to those interested in the under- 
taking for the fee of thirty marks, to students for half the 
amount. Within a short space the total membership had 
increased to eight hundred members and more. 

On the S9th of September, the Freie Biihne opened its 
doors fittingly with the production of Ibsen's Ghosts, the 
play which two years earlier had broken forever the bar- 
riers of the traditional stage. Then, on the ^th of Octo- 
ber, followed the presentation of Hauptmann 's Before 
Davm, one of the three *" native dramas to usher in the new 
theater. 

A war ensued."" Caf4s, social gatherings, newspapers and 
magazines provided the battlegrounds. The results were 

*» " Nora " afforded a " star " rOle. According to a writer In the 
Ofiellichaft three actresses competed for the honor of beiog the best 
"Nora": Frau Friederite GossraBJi, Vienna, Frau Nlemann-Raabe, Ber- 
lin, and Frau Conrad-Ramlo, Munich, to whom a compatriot of Ibsen 
would grant the palm, Haasen: Oiiellichaft, 1898, 1; p. 488 ff. 

«»Sudermann: Die Ehre, 1SS9; Haix and Schlaf; DU FamUU StUek*, 
1890. 

eo Brahm: Krititehs Sehr^ten, p. iSI ft. 
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tremendous. Even Frenzel, as the opposition was proving 
hopeless, conceded the follj of closing the theaters to a 
movement, which, having acquired control of the novel, was 
certain to become master of the drama as well."* 

1890 

Every so-called new movement in literature and art has a 
tendency to ally or identify itself with some similar move- 
ment in the past. The Storm and Stress and the sixteenth 
century, the romantic movement and the middle ages afford 
well-known illustrations of this fact. Thus, at the close of 
the eighties, when Ibsen and naturalism were about to be 
firmly established and accepted as the new art, Germany 
turned back in its own history to discover, if possible, the 
native foundations of that art, thereby to explain and cor- 
roborate it. No long seeking was necessary to find the 
sources of dramatic realism in German literature. As early 
as 1883, the association between this source and Ibsen had 
been recognized."' It was, therefore, the charm of the new, 
the esoteric, plus the old, the exoteric, the known, which, 
according to Leo Berg,^' assured Ibsen a success and follow- 
ing in Germany astonishing even to himself. 

Ibsen, as Shakspere had done one hundred years earlier, 
led German literature to its own self-realization. In Leas- 
ing and Kleist, Ibsenian traits are discernible, even thou^ 
for the greater part latent and in embryo. When Hebbel is 
reached, however, these traits are revealed in astonishing 
breadth and depth. 

Berg writes : 

■1 Concerning the Free Theater: Brahm: KrUiteke SohrifUn, pp. SI ff., 
W3 ff.; Frenxel: Dauttche BmuiUclutu 63, p. S16 ff; Max. Harden: Xag. f. 
Lit. 1890; p. 909 ff. 

"See page 46. 

" Berg: ZwUehtn ew»i JahrhnneUTttit, p. 2$8 ff. 
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One conld almost say, that Ibsen is Hebbel xesorrected in a 
more perfect form. He is, as it were, the latter's fulfillment. 
Almost everything which Hebbel attempted, Ibsen achieved. 
What the former had wanted to do, the latter accomplished. 
What Hebbel darkly divined, Ibsen controk conscionsly and 
clearly. There is scarcely a second example in the history of 
literature where the work discontinued by one is carried on bo 
directly by another. The one is the presupposition of the other, 
the latter the justification of the former." 

Ibsen is entirely an old German melody, the import of which 
remained a riddle to onr forefathers, old Vischer, for example, 
who during his whole life admired and loved Hebbel without 
ever understanding him." 

It may not be inopportune at this point to state Hebbel's 
position briefly. 

Hebbel*s great contribution is the bourgeois tragedy in the 
strictest sense of the term. Established in German litera- 
ture bj Lessing's Mw Sara Sampson, 1756, and EmUia 
Galotti, 177S, this genius of tragedy was further developed 
by Schiller in Love and Intrigue (Kabale wid Liebe), 1784i. 
Id the hands of Iffland (1769-1814) and Kotzehue (1761- 
1819), it degenerated into a trivial, sentimental, and coarse 
conflict, devoid of taste and meaning. It remained for Heb- 
bel in Marif Magdalene, 1846, to invest the bourgeois trag- 
edy with a new and serious dignity. 

Hebbel was moat interested in the psychological aspects 
of the disintegration within the bourgeoisie and thus ac- 
corded the social aspect of the problem less prominence. 
Afterwards, as Lessing had done before him, Hebbel aban- 
doned his original practice. His later works, though not 

M Leo Berg: ZTCi*eh«n xvti JahrhtatdtrU*, H4bb»t und Ibt»», p. 3S0. 
Appendix, p. ISS. 
. «i Ibid., p. ST9. Ai^kcndix, p. 1S5. 
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lacking modem themes,^^ are less realistic both in fable and 
form. 

A few years after Mary Magdalene had been written, 
Otto Ludvig (181S-1866) provided another excellent speci- 
men of moderate realism in The Foreater'g Heir {Der Erb- 
fortter), 1860. 

To be entitled to its high rank in modern dramatic litera- 
ture, the bourgeois tragedy must embody certain essential 
and exclusive characteristics. Without ignoring the typical 
aspect of the dramatic conflict, of which it should not be im- 
poverished, the bourgeois tragedy must recognize and re- 
produce local color, the detailed attributes of a certain 
place and a certain time. Mary Magdalene " and The For- 
etter't Heir" are, in a sense, practically timeless. They 
might almost be played in eighteenth century setting and 
costume without undue violence to the drama. The plots, 
though within a family, are still derived too much from per- 
sonal disposition. The conflicts of society, which the char- 
acters in the later drama of this type accentuated and sym- 

>■ When Dlna (Selma in Tlte L»agv» of Youth) says she does not want 
to be a thing which man simplj' takes unto himself {PUIart of SocUty, 
Act IV), she strikes the keynote of Ihseu's demand for woman. Woman 
is no longer to he a chattel man may purchase or accept into his keep- 
ing. Man's hli^test law Is hers as well; Each must be himself, develop 
his personality. Woman reaches her greatest hei^t when she then lii 
ardent faith and confidence sacrifices her greatest possession, as Agnes 
In Bramd, and, later, as Nora bad hoped to do, in the " greatest wonder 
of alL" 

The violation of the ri^t of woman to her personality, of which the 
men In Ibsen's plays are repeatedly guilty. Is characteristic, too, of some 
of Hebbel'a dramas. Marlomne, in Herodtt und Mariamni, 1850, says: 
I was only a thing to him and nothing more (Act 11, Scene 6) ; To-day 
Toy life begins, heretofore I was dreaming (Act II, Scene 5). And this 
same idea, that woman is an independent self. Is fundamental In Maria 
Magdalena, 1S46, and Mehhel's other masterpiece, Qyget utid ««in Ring, 
ISAS. 

>T For A hrtef analysis of these dramas and a consideration of their 
position In the development of the bourgeois tragedy, see Litsmanni 
Ibitmi Draman, p. 4 ff . 
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bolized, are here almost forgotten in the fate of the indi- 
vidual. 

As a matter of fact, therefore, though the novel had 
treated them, the drama had only grazed the social and po- 
litical activities of the day. Added to this, the further fact 
of the personal peculiarities of both Hebbel and Ludwig and 
the explanation is at hand why the younger playwrights were 
intimidated rather than encouraged to continue upon the 
course really very ably begun. 

But there was another reason why Hebbel should not 
become the leader and teacher of the next generation. The 
bourgeoisie was not yet aware of the powerful and growing 
contradictions and conflicts within itself. There was, od 
that account, no imminent need of a mirror in which they 
might be reflected. Hebbel (1813-1869), like Bjomson, in 
spite of his artistic achievement, had come too soon. He 
was the child of another day. 

Only after 1870 did rapidly increasing numbers, not only 
in public, but in private circles, occupy themselves with the 
social questions confronting them. Apparently defying so- 
lution, the social problem provoked continual agitation, dis- 
tressing enough to older heads, peculiarly attractive, on the 
other hand, to the younger men. 

It was the latter who deplored that now no writer seemed 
at hand to embody the ideals, the hopes and disappointments 
which stirred them. Never before in history had the mag- 
nitude of the forces at work within the lower estates been 
so evident, but round about the poets seemed dim of vision 
and duU of hearing. 

Just then Ibsen appeared, — the mature artist, particu- 
larly qualified by his extraordinary sensitiveness to those 
very conditions, to become the great leader and teacher. 
Ibsen, moreover, seized upon the ethical aspect of the issue. 
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in distinct contrast to either Hebbel or Ludwig, which ac- 
counts in no amall measure for his phenomenal power and 
influence. 

To complete his conquest of the German stage, the dram- 
atist of the North had yet to establish himself in the play 
houses of Vienna. For an hundred years and over, Vienna 
had enjoyed the prestige of the leading German theater, to 
suffer, toward the close of the nineteenth century, a tem- 
porary eclipse by the preeminence of Berlin. The political 
center of the German speaking peoples had become its art 
center. 

Ludwig Anzengruber (1839-1889), in a series of realistic 
plays, had in a measure prepared the Viennese audiences for 
the naturalistic drama, Anzengruber had in fact antici- 
pated Ibsen in the treatment of a number of motives gleaned 
from the biological hypotheses, which, for the time, seemed 
to eisplain the universe. In The Fifth Commandment {Dot 
vierte Gebot), 1878, the principle of heredity had been em- 
ployed in the motivation. A young wife confides to a friend, 
that, as her husband had exhausted his life, nothing remained 
for his progeny.'^ This slight stain, Schmutzflech, which we 

itTUs, the theme of Ibsen's QhoiU, Is suggested in an' even more 
Btrildng manner in Hebbel's Jvlia, 1851. The rou*^ Count Bertram, Is 
determined not to marry I>ecause he feels liis life poisoned and depleted: 

" I shouldn't he particularly afraid of a misalliance ■ . . hut I do de- 
cidedly hesitate at a marriage of the living and the dead, — for that 
breeds ghostsl" (Act I, scene &.) 

" How dare you ever marry? Your own son would one day challenge 
you to a duel for that." (Act I, scene 6.) 

(leh icheue die Miiaheiralen nieht to *»hr . . . abar dit zieuehtn 
Ltben vnd Tod »ch«ae ieh allerdingt; d»tm fw Ut dU Matttr dtr 
Oetpantter, 

Z)«n» m'« darftt da tint (MMcbta) sum Weibs maehenf Dtin tigner 
Sokn urBrdt Dieh d«T«iait dafOr <mf PUtoUn ford«m. Hebbel: Werkt 
II, pp. 113, 143.) 

Aniengruber, moreover, propounded a theory of reallsni distinctly 
modern as early as 1BT9. Sec his preface to DorfgHngt II. 
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■pTtiet to have omitted, writes a Viennese critic," has since 
spread itself to occupy an entire drama in which the uncer- 
tain theory is expounded as an absolute dogma. 

The " magnified Schmutzfieck " made its debut in Vienna 
at the Deutsches Theater, November SI, 1890. 

Ibsen is a great poetic genins and be has written a whole aeries 
of plays that deserve to be admired. Ghotts, however, cannot 
be counted one of them. The dramatist's audacity and ability to 
fashion the material into dramatic form are evident in the drama. 
Its technical and psychologic structure, Ibsen's art in charac- 
terization, are aa exalted in Ghottt as in his most mature works. 
Yet his art was not able to ennoble the offensive, to mitigate the 
arbitrariness of his invention. Schiller lo<^ed upon the stage 
as a moral institution. Ibsen views it in Ghottt as a dissecting 
zoom, as an institution for the correction of society. It is not 
his purpose to correct os by means of beautiful moral ma xi ms; 
be employs the knife of an anatomist, and by vivisecting the 
living beings of his plays, he demonstrates to os the fate of 
our offspring if we are vicious. . . . Finally, he Is entangled in 
all the errors and caprice into which our philosophical natural 
scientists so often stray ."^ 

The conclusion of the play, it roust be admitted, is poetic and 
powerful. Bnt too late did Ibsen remember that he is a crea- 
tive artist. The reader may surrender to the poetic impressions 
of the play, but the audience in the theater has long taken flight 
before the sun had risen above the swampy lowlands.*^ 

Never has a half-truth been defended by greater intelli- 
gence or greater talent. The idealistic d^^ma only has con- 
sistently striven for the truth. The piice A thise has always 

>* Adam MUller-Guttenbrunn: DramaturgUcht G&nge, p. ISfiff. 

>o Ibid., p. 166. Appendix, pp. 186, 188. 

siMlUler-Guttenbrunn: Dramaturgitclia GOngt, p. 170. Appendix, p. 
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constructed its dramatia penona to further its plea. Ibsen 
is the great champion of this literary genus.^^ 

Ibsen's first success in Vienna had been scored in the Hof- 
theater, October 23rd, by the presentation of An Enemy of 
ihe People, the popularity of which has not diminished, it is 
safe to say, to the present day. 

During the latter years of his activity Ibsen produced a 
drama, on the average, every two years. In 1890, Hedda 
Gabler left the press. It appeared in a German translation 
the following year. No new play of Ibsen at hand, attention 
was turned to his earlier efforts. On February 12th, the 
Deutsches Theater at Berlin revived The Vikiagt at Helge- 
land,'^ which, it will be recalled, passed unnoticed in 1876 
In spite of the inability of the actors to impersonate ade- 
quately such heroic figures as Hjiirdis, Sigurd, and old Oer- 
nulf, the youthful drama did not fail to exert its dramatic 
power. 

Although the scientific spirit had entered all fields of 
human thou^t, literary criticism had remained singularly 
immune, says Hermann Bahr.^^ In an essay on Henrik Ib- 
sen, Bahr, therefore, tries to avoid the extremes of antag- 
onist and enthusiast, and objectively answer the question: 
What position does Ibsen occupy in the literature of the 

" Ibid., p. ITO ff. 

•sDui^g the same, the fifth, decode of the century, the three great 
dramatists, Hebbel, Wagner, and Ibsen treated tiie Slegfiled theme. 
Hebbel's trllogj- Tk» NibeUtngen appeared In. 1863, Wagner's music- 
drama TA« Ring of th» Nibelungen, in 1853, and Ibsen's Vikiagt at 
Bflgtkmd, in 1B58. Siegfried's sarriflce of the woman he loved to his 
friend, a motive which both Hebbel and Wagner rejected, becomes the 
prime motive in Ibsen's version. Ibsen's cliaracteriiation Is modem and 
Tcmalns wholly within the bounds of tbe purely human; the Vikings are 
heroes of human proportions, not gods or semi-gods. Hebbel accepted 
mythology on the same ba£is with actuality. Cf. Lothar; HenrUt Ibttn, 
p. «1 it. 

M Hermann Bahri Zmt Kritik det Modtrae; Henrik Ibtan, p. 59 ff. 
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vorld? I. In what respects does he extend the boundaries 
of the past? 11. In what respects does he prepare for the 
future P 

Ibsen's strength lies in the problem-play (Problemdich^ 
tvng), the most precious of the many acquisitions of literary 
individualism. Ibsen's poetic zeal is to he himself, to anni- 
hilate entirely all forei^ infiuences upon him, to pursue his 
own originality without restraint. His human zeal, there- 
fore, becomes a disdain of all outside authority, and an ac- 
knowledgment of that truth only, he himself has realized. 
The mmmum bontim is to be one's selfT Its first literary 
exposition is Brand. 

Brand is the renunciation of his poetry from all depend- 
ence and imitation. Brand is a burning passion with which 
Ibsen overcomes inherited preconception and attains to lib- 
erty. " It is a challenge to the European * halfness,' the 
European half-thinking and living, which like a stray dog 
hega at every table." Ibsen evades no sacrifice, however 
great, to attun a unity of life and will. In Brand Ibsen is 
for the first time a modem man. " And he is one of the few 
who are so entirely." 

Brand is the modem teill. Peer Gynt is the mdividualiatie 
wiR, also at enmity with half-living and thinking. Peer 
Gynt is the protest against the romantic spirit, which, 
though it disdains active existence, accepts the practice of 
bourgeoisie cowardice as the theory of all human existence. 
The bourgeoisie reconciled the discrepancy between ideality 
and reality by disposing of them as incompatible, separate 
sovereigns. 

The problem-play is the ultimate expression of the roman- 
tic spirit. In it lies Ibsen's efficiency and talent. His keen 
perception of modern conditions, however, directed him to 
turn from romanticism. By so doing he betrayed his talent 
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to realize bis perceptions. To conciliate these opposinj^ 
forces was the problem of his life, at the same time, the 
problem of modem Uterature. Ibsen stands, therefore, at 
the threshold of the new hterature; he is, therefore, the 
champion of the contemporary desire to synthesize roman- 
ticism and naturahsm. Therein rests his significance. 

Bahr does not share the opinion that Ibsen is a master 
of the naturalistic technic. Nor is Ibsen's characterization 
without faults and blemishes, though it is true that no one 
since Shakspere has created characters as intelligible, as 
palpable, as true to nature, — Dr. Rank, Pastor Manders, 
and Hjalmar Ekdal, for example. If the delineation of 
character is contradictory and vague, as in Nora, Stock- 
mann, Rebckka West, the reason is to be sought in the ideas 
of which they are the exponents. The idea always takes re- 
venge for being suppressed under the form of naturalism, 
which it disrupts. At times, therefore, the content does 
violence to the form ; at other times, the reverse is true. 

Ibsen's wealth of ideas is too great. The result is con- 
fusion. Only twice did the dramatist succeed in carrying 
out a problem without being diverted from it, — Ghosts and 
The WUd Duck. 

The irresistible charm of Ibsen's plays is to be discovered 
in their synthesis of individualism and socialism. The prom- 
ise of this synthesis is, however, never fulfilled because the 
tragic purification does not ensue. Ibsen's works are but a 
stammering revelation of the modern spirit. The final word 
remains unsaid. 

Henrik Ibsen is a literary John the Baptist who preaches 
the renunciation of this present world and directs the way 
into the future which the savior will some time travel. 

Bahr's final conclusion met with emphatic opposition from 
a body of patriotic literati, whose cause Berthold Litzmann 



3d by Google 



M Ibien *» Germany 

espoused in terms, if not bo luminouB, likewise not altemstely 
BO opaque as those of the literary scientiBt. 

During the first year, the Free Theater had produced only 
two Grennan plajB. To counteract the undue approval of 
foreign models, such leaders of their generation as Bleibtreu 
and Alberti determined to eBtablish a German Heater 
{Deuticheg Theater). After some dday, this theater set out 
upon its mission with Bleibtreu's Deitiny^ September 28, 
1890. Adam Miiller-Guttenbrunn's /nn»'" was staged the 
second evening ; then Alberti's Bread,^^ the first to be received 
with unqualified approval. Julius Hart's Quagroire,'^ the 
next play, was a complete failure. Herman Bahr's New 
Men'' fared little better, and the German Theater passed 
out of existence. 

The tale of the patriotic critic had a different ending. 
Thou^ not opposed to Ibsen's individual talent, Litzmann 
considered the influence of Scandinavia, especially as ex- 
pressed through Ibsen, a direct misfortune to German tet- 
ters. To transplant such peculiar characteristics to Ger- 
man soil is an experiment which only those having no real 
notion of German feelings and perception would attempt. 
Ibsen with his whims and idiosyncrasies is too thoroughly 
national. Litzmann was convinced that the literary reform 
could not be remedial and salutary until the overwhelming 
influence of the North was broken, until the German poets 

» Sehiektid, 1889, a. drama dealing with Napoleon. 

ss MtlUer-Guttenbrunn (ISSS-). Irma, written in 1885, published In 
1861, deals with a "misunderstood woman," 

"Conrad Alberti (Sittenfeld, 18S3-). Brot, 1888; revised, 1909, u 
Thomat M.iit»»r. An attempt to portraj the BociaUstic tendencies of the 
present la historic setting, the latter to Idealise them. 

■■Julius Mart (18d9-). Snmpf, 1886. The struggle of a weak char- 
acter in a large diy. Cf. Sudermonn's Bodamt Eitde. 

•• Hermann Bahr (1863-). DU iwwm Mmuehtn, 1887. Ilteme: Free 
lore. 
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again regained the courage to rely upon their own faculties, 
to see things through their own eyes instead of the spectacles 
of Ibsenism. Ibsen provided the least suitable model the 
Grermaa poets could choose, both in technic and in theme. 
Instead of justifying the feeling of certainty and confidence 
which a dramatist should evoke in the reader or audience, 
Ibsen confuses the emotions, thus violating a cardinal tech- 
nical requirement. All the characters he brings before us 
are diseased. " In alien Ecken umd WwkeUh kichert der 
Wahnshm." ''" 

Litzmann later attributed his controversial attitude to 
the fear that an irrational imitation of Ibsen would be sub- 
stituted for the former imitation of the classics. Relieved 
of these apprehensions, the critic changed his point of view, 
freely acknowledged in Ibten't Dramas {Ibseiu Dramen), 
published in 1901. 

Also suggested by the Free Theater, the idea of a Peo- 
ple's Free Theater (Freie Volkgbiihne) ''^ came to Bruno 
WiUe (I860-). Assisted by members of the society Diirch, 
by Wilhelm Bolsche (1861-), the author of The Scientific 
Basis of Poetry,''' 1887, by Otto Brahm, and others, Wille 
saw his social-democratic theater a reality July 29, 1890. 
Ibsen's PSlars of Society was selected for the opening per- 
formance. Hauptmann's Before Daun,^' next put upon the 
boards, proved to be a rather unhappy experiment. Very 
different, then, was the reception of An Enemy of the Peoj^. 
Dissension among the members of the association led to the 

10 Litzmann: Dot dtviteht Drama, 1694. Cf. pp. 141-161. 

Ti The People's Free Theater aimed not onlj at one perfonnanee of 
any single drama, but at a number, providing an opportunity for eveiT 
member of tbe society, which later included 10^000-15,000 subscribers, to 
witness (for fifty Pfennig!) each play presented. 

t* Di* natttraititittchaftUehmt Qniitdlagtn ier Pottia. 

1* Vor Botutttuuifgang, 1889. 
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organization of a New People's Free Theater, which, as well 
as its prototype, has continued its activity to the present. 
Other German cities, notahly Hamhurg and Vienna, after- 
wards established similar theaters. 

1891 

No other one of Ibsen's plays provoked comment to the 
extent of Hedda Gahler. Never were opinions more at va- 
riance. Those skeptical of Ibsen's dramatic talent were 
disposed to construe the mediocre success of Hedda upon 
the boards as an indication of the truth of their doubts. The 
bitter opponents of Ibsen and of naturalism perceived in the 
drama the positive proof of its untenable principles. Others, 
again, felt in duty bound to support whatever issued from the 
master's pen. And still others, for reasons which later 
years fully justified, maintained an unshaken faith in the 
play and its author. 

On the last day of January, Hedda Gahler ^* was played 
at Munich. That evening, a critic records,^" was a mem- 
orable one at the Residenztheater, the very first representa- 
tion of Hedda Gabler. Our court theater, as no other, may 
lay claim to the merit of granting the great dramatist of 
tiie North an opportunity to speak, even in the face of the 
danger of being misinterpreted. The VScinga at Helgeland, 
Nora, An Enemy of the People, and The Pillars of Society 
have been played. These works of Ibsen, as some mi^t 
suppose, have not been fostered because their author has 
been living in Munich for years, but because of their interest 
to the direction of the theater, and because — by no means 
the sli^test reason — Munich possesses in the talented 

^tffedda OabUr, played in London, April 30, 1891; Paris, Dec 17, 
1S91; Rome, Sept IS, 1S99; St Petersburg, 1S93. 
TiW. Brachvogeh FT»i» B^na II, p. IIT ff. 



3d by Google 



TraditioTtal Barriers Broken, 1887-1891 95 

Conrad-Ramlo the greatest impersonator of Ibsenian rfiles. 

But neither the actors or the audience had yet measured 
up to the requirements of Hedda, 

Taken as a whole the performance at Berlin," ten days 
later, was more acceptable even if not satisfactory. The 
Berlin players, too, were unable to fathom profound psychic 
depths. " The present sad condition of the histrionic art," 
Brahm wrote,'^ " will undoubtedly postpone the happy pos- 
sibility in which six actors may be found capable of disclos- 
ing to an audience the soul, thought, and actions of these 
human, all too human, beings. No wonder, therefore, that 
misconceptions run riot." 

Brahm's subtle analysis of the character of Hedda and of 
the significance of the child-promise is illuminating: 

The fact that she should give birth to an actual little Jorgen, 
to the son of her queer husband, whom she does not love, whilst 
Ldvborg's and Tbea's spiritual offspring, the great work of the 
future, carries their renown to the stars, drives her to her 
pathological deeds, — to her death. Then too, all the ugliness 
and involuntary drollery which her egotistic notion of the beau- 
tiful associates with motherhood, — the smiling remarks of in- 
timates, the sick bed, perhaps, or even the loss of her mature 
charms — " Enough," she cries in revolt, " never shall that 
happen." Not able to mould her own life, she had consented 
to a marriage on the basis of economy. The incompatibility of 
the social status which had driven her to that act, and the 
independent will of a stronger nature, which cannot brook con- 
trol, is her doom. Just at this point the seemingly narrow 

'« Certain sentences in the dialogue, — " to end It all beautifullj' " (in 
SehoTtheit ilerben) and "with Tine leaves in hia hair" (WeMaub im 
Hoot), which had occasioned some merriment hi Munich, were discreetly 
CHDitted at the Berlin premifere. Seven years later, at the Deutsche 
Theater, March 19, 1896, an expurgated version was no longer a neces- 
sary preference. Cf. Stein: Benrik I6«», p. 33 ff, 

TiBrahmiFr«{« BiOm* II, p. ITOff. Kritueht Sehriftmt, f. 317 ff. 
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pSTcbological proceas becomo typical of the modem world. A 
aocial type, u Nora, as Ellida, ii discernible. Wliat the maa- 
ter, with a clear visioD of the fntare, has thoa created, cannot 
long be obscored I^ nonsensical renjoastrancca or by sonlless 
representation. Even if Hedda Gabler now disappears from 
' the stage, she will retnm. The dramatic ralne of the play will 
be discovered then.^ 

Alter a. half dozen performances, Hedda did disappear 
from the stage. The public, for the time being, seemed to 
have no desire to solve the conundrums which the dramatist 
had manufactured "partly out of trickery, partly out of 
muddled thinking." '' Another commraitator attributed the 
peculiarly interesting but tantalizing aspect of Ibsen's 
genius to the national trait of his temperament, to the 
Northern reflective mood, restraint of passion, and mystic 
bias.** 

The year, 1891, mai^s the regstablishment of The Pre- 
tenden ^^- in the repertory of the more prominent German 
theaters. Of the return of the drama to tiie Berlin stage, 
May Slst, Paul Schlenther gives the following report : 

A whirring and rushing sound as of a great symphony ! And 
this symphony is nothing more nor less than the overture to 
Henrik Ibsen's modern dramas. All the latter leit-motift are 
here anticipated. When Bishop Nicholas holds the fatefnl 
letter of Uie priest Trond in his hands, he says: " Here, back of 
this thin seal lies the history of Norway for a hundred years 
to come. It lies and dreams, as a young bird within its egg." 
Similarly Ibsen's modem poetic sool lies and dreams in The 
Pretenderi. 

itBrOna: FreU Bdhnt II, p. 171. Appendix, pp. 186, 167. 

»• Frenseli Z>«uUcA# Bvndtchim 67, p. 4S6. 

» P. ScheUhas ( atg»i>iwart 39, p. SBO ff . 

*t See p. SI. Not played in England or France prior to 1901. 



sdbyGoO^lc 



Traditional Barrien Broken, 1887-1891 9T 

If the historical drama "' has come to impress as as strange 
and foreign, so that in spite of its purely homan motiTStioa 
The Pretendert has the chilling effect upon us as a Hattpt and 
StaaUaction, then Ibsen's WUd Dvek, Gkottt, and Nora are 
mainlj to blame for it. . . . The substance of art varies; themes 
no less than forms arise and grow old, — become obsolete. The 
historical drama is not in keeping with the spirit of our day. 
. . . That is evident, too, from the impression made by The 
Pretenderi. . . . New ways lie before os, and a more refined, 
changed era will return to a genuine poetical conception of 
the historical past. Nevertheless, our theater directors and 
dramatists should not be dissuaded by such c<nuiderations from 
testing the fitness for the stage of Ibsen's greatest work, the 
universal drama. Emperor and GalUean. For this drama does 
not embrace a limited epoch only, it includes, as Goethe's Fauit, 
the world.«» 

During the year, two other early dramas appeared on the 
stage for the first time: The League of Yotiih, at Berlin; 
The Feast at Solhattg, at Vienna. The former made its way 
upon the boards comparatively late. It was not played in 
Vienna until September 20, 1898 (Carl-Theater). The 
Lessingtheater produced it Sept^nber 1, 1900, and in Octo- 
ber of the following year the People's Free Theater gave a 

»i Piqued by some remark of Martfai Grelf at a festlvlfy In Munich, 
Ibsen gave voice. In conversation with Lothar, to his opinion of tbe his- 
toric drams ! 

"What did this Martin Grdf reaDy mean to say? I don't understand. 
What sort of dramas does be write anyway? The dranias of peopk who 
have long been dead, whom he never knew. Con a dramatist write plays 
abont people unfamiliar to him? What do the dead concern Martin 
Greif? He ougjit to let them rest In peace, and dramaUae the living to 
his heart's content. Now he is disturbing the Bavarian Eoverelgns In 
their graves. When lie has United with them, the Hohenzoliem will 
most likely be next in order. ' It is tme there are enotig^ dead princes, 
lltere U a great deal to history. But surely that Is not toJay the 
provinee of the drama." Lothar: Hmrik Ibitn, p. 137. Appendix, p, 
187. 

M SchknOieri Frri* BUhnt i, pp. MS, MD, Appendix, pp. 1S7, IBS. 
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performance of it before the members of the association. 

In spite of the fact that naturalism never struck deep 
roots in South German soil, but a half year from the first 
representation of Ibsen was necessary before Vienna claimed 
the distinction of being the exponent, the city par excellence, 
of the modem drama. The occasion was the production of 
a series of Ibsen's plays beginning with The Pretenders, 
April 11th, and culminating with The WUdDuck, April ITtb. 
In truth, a week of Ibsen, with a banquet at the climax.^* 
Later years were destined to bring the dramatist even more 
brilliant and more unqualified successes in the city of theaters. 

The five years under consideration brought forth numer- 
ous translations : 1887, The Wild Duck ^^ and Rotmers- 
holm; «« 1888, The Lady from the Sea,^^ The Featt at Sol- 
haag,^^ Emperor and Galilean; ^* 1889, Love'e Comedy; *'* 
1891, Hedda Gabler." In 1889 two editions of Ibsen's com- 
plete works were begun, one by Hoffory, the other in Reclam. 

To express the new forces active in human existence in 
congruous and adequate forms had become early in the 
decade, we have noticed, the paramount problem of the 
generation. Other pamphleteers followed in ihe wake of 
Bleibtreu, whose A Revolution in Literature (1886) bad 

a* Cf. Eugen Raaben: Frtit B<JAm 8, p. 448 ff, 

x'The WUd Dock, into £:ngllsh, 1891; Russian, 1S93{ French, 1803; 
Italian, U9S. 

^a Rotmerthohn, into Englisb, 1889; French, 1893; Rnssian, 1891; Itol- 
i&n, 1694. 

81 Th« Lady from tka 8«a, into English, 1890; Russian, 1891; French, 
1892 j Italian, 1S94. 

SB The Feast at SoUumg, into Russian, 1690. 

*»EmpeTor and Qaliiean., into English, 1876; French, 189i. 

^oLovt't Comedy, Into English (selections) 1881; French, 1896; Rus- 
sian, 1896. 

■1 Hedda OabUr, into English, 1891, twice; Russian, 1891, three tiinea ; 
French, 1893; Italian, 1893. 
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reached its third edition in 1887. Only one of them, Amo 
Holz (1863—). who had tried his hand at the lyric, need 
detain U8. 

It was Holz's idea that art should have a natural, that 
is, a hiological or sociolo^cal, explanation. The " experi- 
mental " art of Zola he rejected as self-contradictory, — 
an experiment admitted no temperament, and substituted a 
defmition of his own (which I rather paraphrase thao trans- 
late) : Art has the tendency again to be nature. That at- 
tainment is dependent upon the actual conditions of repro- 
duction, and the ability of the reproducer. " Die Kv/nst hat 
die Tenderiz wieder die Natiir eu tein. Sie mrd aie nach 
Magsgabe ihrer jedweiUgen Reproductionsbedingwngen wad 
deren Handkahvng" *^ 

In practice Holz accomplished most in his style, in tiie 
reproduction of natural conversation. This is best exempli- 
fied in a few sketches bearing the title Fa^a Handet (1889)'^ 
and in the drama The Selicke Family (1890),*' of which 
contemporary drama in Germany bears many direct traces. 

Ibsen's style, from this viewpoint, thou^ realistic, was 
not realistic enough. Ibsen's dialogue was too much manipu- 
lated ; it was created rather then reproduced. 

This objection was only one of several, however, which the 
revolutionists listed against Ibsen. Bleibtreu had taken ex- 
ception to the lack of color in The WUd Duck and Rotmert- 
holm, for instance, and had taken a decided stand against 
the " Ibsen-humbug " in the theaters, — against the bulletins 
of disease and the dialectic disquisitions on pathology. 
Such drama only immature heads would overestimate.** 

What was the secret then of Ibsen's irresistible appeal? 

•» Hob: DU SMiut, p. 117. 

** Johannes Schlai collaborated. 

■* Bldbtreu; Bevohitioa d«r Litsralttr, dritt4 Auftage, p. VII. 
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Several reasons may be enumerated by way of explanation. 

Great art is the expression of the consciousness of en 
age. Every age, " despising the base degrees by which it 
did ascend," seeks for its own, a new truth, a new art, and 
a new humanity. It was in Ibsen more than in any one else 
that youthful Germany discovered the truth and the art of 
its time, and the method of their attainment. Keenly aware 
of the rise of new powers, Ibsen relentlessly tore asunder the 
old ideals that the new might spring forth in unobstructed 
beauty and grandeur. Like Brand he led the way up the 
mountain height, revealing new scenes, other views of life, 
of morals and art. 

Modem investigations had revealed a different world. 
What in the past had appeared so simple had became an 
almost incalculable intricacy. Where a single motive had 
heretofore prompted man, a contradictory complex of de- 
sires and feelings now actuated him. This discovery was a 
drama in itself. 

It was the age of science, rather, of the sciences. Biology, 
psychology, and sociology had laid bare the truth, and Ibsen 
was the most powerful exponent of this truth in dramatic 
form. Ibsen had wielded it into form, which others could 
now vary and adapt to the myriad new themes, and old 
themes made over. 

But Ibsen was more than an iconoclast and scientist; he 
was a visionary, a prophet. The Germans have ever loved 
visions, had dreamed a hundred years ago of an ideal life, 
of a " third kingdom." And if not Schiller's vision of future 
humanity, here was a great and no less appealing promise. 
It is true that Zola and Tolstoy, and others, too, were seers, 
but Ibsen's eyes, it was divined, had seen most clearly. 

Granting that he had combined so many characteristics of 
the age, and especially of the age in Germany, Ibsen would 



3d by Google 



TraditUmal Barrieri Broken, 1887-1891 101 

yet have been found wanting but for one quality, strongly 
marked and equally dear to the German mind, — his emphatic 
assertion of individualism. The Germans are by nature indi- 
vidualists. Nor did he forget to portray the ever growing 
conflict between the individual and society, between the indi- 
vidual's duty to himself and his function in the social group. 
Civilization had complicated himfiaa existence; man could no 
longer exercise his personal rights without direct conse- 
quences in the social body. 

Herein hes the explanation of the dissimilar and contra- 
dictory phenomena of the modem drama, — its materialism 
and mysticism; its democracy, autocracy, and anarchy; its 
individualism and socialism ; its eroticism and asceticism. 
No matter what his predilection, the youthful author found 
his particular interest artistically treated in the works of 
Ibsen. 

By 1891, therefore, the German drama had been reani- 
mated. In the years succeeding, the German drama burst 
forth in profusion. Thus, to, quote from a writer of those 
days, " historically viewed, it was a necessity, not to be 
averted, that Ibsen in coming to us with his modem plays 
should become the prototype of the German drama. What 
we had suspected to be the problem, we found first clearly 
recognized by him, distinctly expressed and artistically assim- 
ilated by him, — and I should not know in whom else those 
merits could have been found." •" 

•« Albert Dresdner: Dot dfitU Drama; Ewutwart IV, p. 390, Ap- 
pendix, p. IBS. 



sdbyGoOgle 



CHAPTER VI 



IBSEN'S LATEB WOKKS AND TE£ BPFIARE8CBNCE 
OF THE GERMAN DEAHA, 1891-1900 



NO otiier European theater ever has approached the Ger- 
man theater in the eclecticism of its repertory ; no other 
theater has so judiciously and appreciatively bestowed its 
consideration and praise upon the worthy products of foreign 
literatures. And never, it is safe to say, did the theaters 
of Grermany present a more varied international program ^ 
than in the nineties of the last century. 

The luxuriance of the theater was rivalled by the thrift of 
original production.^ The late eighties and early nineties 

l.Cf. O. Neumaiin-Hofer: Dot Th«attr At BerUn; CotmopoUM, ISdS, I; 
p. S88 ff. 
2 Ludwig Fulda (1968-) : 

Da» verlorene Paradiet, 1690 

Die Sklavin, 1891 

Z>«r Tolumon, 1992 

Die Kamtradtn, 1995 

Jugendfreundt, 189T 
Ma^ Halbe (196S-) : 

Jugend, 1993 

Mutter Erdg, 1997 
Otto Erich Hartlebetl (1864- 
1903) : 

A-ngeU, 1891 

Hanna Jagert, 1893 

Die sittUcht Forderwng, 1897 
Carl HauptmanD (18S8-): 

W^adieiite, 1695 

Epkraimt Br#it«, 1896 
Gerhart Hauptmann (1962-) : 

VoT Sonttenaufgang, 1969 

Dot Friedeiufeat, 18S0 



Eituamt Memehen, 1891 

Die Weber, 1892 

Uannele, 1899 

D»r Biberpebc, 1893 

Kollege Crampton, 1994 

Florian Oey»r, 1895 

Di« veraanketu Qlocke, 189S 

FuArniann Hemchel, 1998 
Georg Hirschfeld (1975-} : 

Die Miitttr, 1696 
Ernst Rosmer (1968-): 

D<immeTung, 1894 

Ko-aigikinder, 1898 
JabHDDes Schlaf (1963-): 

Dm FamUU Selicke, 1990 
(with HoIe) 

Meiiter Ohe, 1893 
Arthur Schnitiler (I863-): 

Aaatol, 1693 

lAehelei, 189J 
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had sufficed for the greater talents to serve their apprentice- 
ship to their masters. Now they established studios of their 
own. The wealth of art that issued from them was astonish- 
ing. No wonder, then, that a feeling of self-sufficiency en- 
tered the German theater toward the close of the decade. 

Ibsen was firmly established. The plays known were pro- 
duced and reproduced, the plays still to come from his pen 
were awaited with expectation. Their former objections 
waylaid by Ibsen's practical success, the opposition designed 
another method of attack. Each play anew, from Hedda 
Gabler on, was designated as incomprehensible, whimsical, 
senile, and impossible. 

Speculation arose as to the future drama. Will a com- 
ing genius perfect what Ibsen had promised? Will a syn- 
thesis of individualism and socialism, romanticism and natur- 
alism, idealism and realism, realize a perfect art expression? 
Will the modem scientific world be transcended by an art 
capable of welding its contradictions into a higher unity? 

As Goethe had summed up the century, had created a new 
world out of the fragmentary contributions of a hundred 
years, as he bi^d stood on the threshold of a new time, fore- 
seeing the trend of future years, so Ibsen gathered up the 
tendencies of his time and century and anticipated the events 
of the age to come. 

Out of Ibsen's works breathes the spirit of the coming century, 
in which much will fall that we heretofore have thought the 
firm foundation pillars of our being. His complete rupture with 

Hermann Sudermann (1BS7-): Hit drti Reiherfedtrn, 1S9B 

DU Bhre, 1889 Frank Wedekind (1964-) : 

Sodom» Ende, 1B91 FrUklingi Erteaehen, 1991 

n«imat, 1S93 Der ErdgeUt, 1695 

DU SehmetUrUnffiichlacht, (Authorities by no means agree 

189& on some of the dates listed 

MorituH, 1696 above.) 
Dm GfOek m Winket, 1696 
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the put, aeemin^ly or really de«d, in a time, which, aa onn, is 
agitated and disquieted by tbe presentiment of imminent reroln- 
tioiu in erery sphere of life, lends to Ibsen a decided modem 
impress.* 

There were those who beheld in the Norwepan the great 
modem; others had begun to hope for anoUier, ,a greater 
dramatist, — a new Shakspere. 

At the height of his renown, Ibsen turned to his native 
land where he made his home — in Kristiania — for the re- 
maining years of his life. His leaving Mmiich at this time 
(1891) suggested various interpretations to the press; he 
was fleeing his young followers who were now demanding re- 
spect and consideration for themselves ; he had been offended 
by the dispute over naturalism, with which he had nothing 
in common. Whatever the weight of these explanations, it is 
an interesting fact that Ibsen's next play did portray the 
relation between an old master and the rising generation. 
Vngdommen hanker pa doren. And as a symbol of the 
change that had set in, Hauptmann's Lcmely Lvvei {Eintame 
Menachen) appeared, a drama which obviously treats of 
an Ibsenian theme in a thoroughly Grerman acnd individual 
manner. 

The year, 1891, further marks the first class-room discus- 
sions of Ibsen and his works in Grerman universities, an in- 
novation to the credit of Emil Reich at the University of 
Vienna. During the winter semester of 1891—9%, Reich, in a 
course on aesthetics, devoted some lectures to Ibsen. These 
were repeated the following year as an independent study. 
Then, in 1894, Reich's discussions appeared in book form. 
By 1908, they had been published in the sixth edition. 
Reich's point of departure, as he himself states it,* is not that 

* Anon. I Kwutwart V, 1891-99; p. 2S8. Appendix, p. 169. 

* Relcbi Ihi*nt Drwnnt, p. XI. 
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of a biographer, but that of a sociolo^st. His particular 
purpose is to show that Ibsen, though an individualist at 
heart, proves, bj means of his dramas, that extreme individ- 
ualism is untenable and that a social conception of the world 
is necessary. In a lecture, Ibsen and Woman'i Rights? 
which he delivered March 19, 1891, before the Society for 
the Extended Education of Women,^ Reich had stated the 
principal theme of his later comments and criticism. Per- 
sonally, Beich considered Ibsen the " ideahstic naturalist and 
democratic aristocrat." 

Maaterbuilder Solnets, published in 189S, appeared in Crer- 
man ^ the succeeding year in a number of translations, among 
them the authorized version by Sigurd Ibsen, the dramatist's 
own son. The play became an exercise in speculation and 
interpretation. The unfavorable criticism, as a whole, was 
very moderate, due likely, as Stein ^ suggests, to an instinc- 
tive feeling that something might here be embodied of which 
critictd intelligence as yet had no notion. 

Although Ibsen*s plastic power has abated, although his 
symbolism at times misses the mark, and although the Ifit 
motifi overstep the boundary between the sublime and the 
ridiculous, Ibsen's last drama still contains such revelations 
of soul, is so expressive of mood, at times so exalting, that 
rightly does the student seek to discover and enjoy its dark 
secrets. The Masterbtalder betrays that it is the product 
of age, not only in its ossified technic, also in its incompre- 
hensible and abstract fantasticality. The abundance of in- 
dividual traits, so characteristic of the earlier works, has sub- 
sided, and the former spontaneity and freshness are gone.' 

> Ibtta mid dat Btchl d»r Fran, Printed In the third annual report ot 
the Society. 

• r«rwi» /«r 0rvmttrt« FrmMnAiWuny. 

T Simoltaaeously in German, English, Fren^ Italian, Russian. 

• Stdui B»nrik Ibtm, p. SS. 

I Frit! Hauthneri Mag. f. LU., ISOai p. S31. 
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The mfirmities rather than the wiBdom of age seemed ap- 
parent. There were, of course, happy exceptions to this 
idea: 

With almost every drama of Ibsen a mystic power rises into 
the world from hidden realms, which assnmes life in being 
named, and with which we long have experienced an nnconscions 
relationship. In The Matterbuilder it is the impoiiible. He 
had once accompUshed it. He had done a deed beyond the 
limitations of his power. This deed he recalls as something 
fearful and superhnman, at the same time, as the momentary 
fulfillment of his greatest yearning.^" 

When youth entices him to repeat the deed, the Master- 
builder ascends the steeple a second time. But mortality has 
ventured too far into the realms of the supermortal, and it 
falls. Between its incommensurable heists and depths, the 
human soul hovers, vacillating, indeterminate, till it pre- 
cipitates its doom by the attempt of the impossible. 

The most remarkable aspect of MasterbuSder Solnest is 
the remarkable concentration of subject matter so super- 
abundantly provided with problems and ideas. The play is 
a notable illustration of the reserve and mastery with which 
Ibsen materializes and vivifies his fables.'* 

All of Ibsen's works, it is the opinion of another critic, 
have been more or less symbolic. The Matterbuilder is only 
thus to be understood. That man cannot himself ascend to 
the heights of his own building is an exquisite symbol of the 
world reformer, of him who re-evaluates life, who establishes 
in theory a new existence, which he and others cannot real- 



loHedwig Lachmann: Oeielltchaft IX, 1893; p. 318 ff. Appendix, p. 



'I- Ericli Holmi Oegemoart 44, p. 53. 
13 Max Riesst Otgenaart 43, p. 40. 
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The initial representation ** of the play at the Lessing- 
theater, Berlin, January 19th, was not a success. Neither 
the actors nor the audience were yet competent to exploit the 
occult phenomena of the soul. The MaaterbvUder remained 
upon the stage, nevertheless, and by 1901 had been played in 
Germany thirty-seven times. 

Two years passed and Little Eyolf^* was put into the 
hands of the German public. To the habitual search for the 
idea, to whidi each play gave rise, Leo Berg remonstrated.*" 

Ibsen's depth must not be sought in the idea. It lies in 
the characterization and mood. And in these respects, as 
well as in dialogue and efFectfulness, Little Eyolf ranks 
among the foremost dramatic productions not only of Ibsen, 
but of the century. Rarely have the deepest aspects of the 
soul been brought to hght as in this drama. 

The depth and intensity of the technic of Little Eyolf 
transcends that of Uedda Gabler and the MaaterbuUder. A 
mystic longing for peace is discemiWe in the quiet, concilia- 
tory mood of the play. The gaze is directed " toward the 
mountain peaks, the stars, the great calm," Similar to 
Maaterbuilder Solnees, Little Eyolf is self-revelatory. A 
hidden melancholy melody recurs ; mortal man is earth 
bound. The idealist, whose strengtii of body and soul are 
inadequate, reels at his own idealistic deanands. 

Little Eyolf seemed not to promise much for the stage. 

i> 'Die Ma*tarbttilder was staged without delay: London, Haymarket 
Theater, Dec. 7, 1893; Trondhjem, and Berlin, Lesslngtheater, Jan. IS, 
1893; London, Trafa^ar Sqnare Tlieater, and Chicago (in Norse), Feb.; 
Kristiania, Copenhagen, Chicago (English, March; Rome, April, 1893. 
llie premiere in Paris, April 3, 1891. Thereafter the piay was staged In 
various places at diverse times. Reich states (p. 385) tliat the first 
performances were hardly a success excepting In Scandinavia and in 
London. 

J*tAttU Eyolf Into Eoglish, French, and Russian, 1B9A; into ItaliaTi, 
1897. 

1* Lea Berg) Zmitchtn xwti JaltThund«Tt*n, EMm Eyolf, p. 190 fT. 
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This new play, Herman Bahr writes, is hardly to be called a 
play. It has notbing in common with the practices of the 
stage nor wilii its requisites. Only the first act is somewhat 
dramatic and theatrical. The remaining acts are conversa- 
tions, soul communications. There is no external action. 
No actor can impersonate the characters, for they diffuse. 
Thus Little Effolf is not a drama ; it is a prayer. 

The combination of naturalism and mysticism tends to 
pervert the import of the play ; the profound thouj^ts se&a 
nonsensical, the wisdom expressed, ridiculous. He who can 
fathom human thou^t and feeling as Ibsen in Little EytAf 
is a great philosopher. He who can disclose bis discoveries 
as a prayer is a great poet. But to be a great dramatist, it 
is necessary that the author be able to incorporate the eternal 
in the temporal. With this demand the drama does not com- 
ply. Moreover, " one sentence is allegorical, the next real- 
istic, the third sjnnbohc.'' Tbs idea of the play is superb ; it 
is deprived of effectiveness by this medley in style." 

Instead of Bahr*s medley, Alfred Kerr is conscious of 
three impressions, that of the plot, that of the symbolism, 
that of the inner form, which transfuse and interlace into a 
perfect whole. Were he to reveal, he writes, what substanti- 
ally remains of these impressions and stands forth, he should 
say — impressionistically — the perspectives of eternity, — 
an ineffable image of the most profound interests of exist- 
ence.^' 

God is dead. Not only for the solitary ponderer. Even from 
the happy children of the active life has the faith been taken. 
This illusion has been one of many. The other illnaory notions, 
or ideals, fall as he does. Nothing noble remains; no so-called 
love; nothing is eternal; no striving worth the strife; no possi- 

i« Hermann Bahr: Vienna Thtattr, p. S6 ff. 
IT Alfred Kerr: Mag. f. Lit., 1894; p. I6W. 
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bility of happiness, Tlie law of transmutation prevails. The 
coverings fall and what has appeared beautifnl and bright Is 
cold gray selfishness. Man possesses naught but himself. No 
two sonls of the great world really belong to one another.'" 

Happiness is impossible ; suffering may be assuaged. Let 
the sons of earth do good and wait for the great stillness. 

" What I sincerely admire and revere in Little Eyolf," Kerr 
proceeds, " and what really counts, is this : the play arouses 
certain intuitions which enfold a direct religious puissance, — 
and it offers, moreover, what only the great works of the great 
can offer, namely, perspectives into the eternal." *• 

The first attempt to play Little Eyolf,^ at the Deutsches 
Theater, Berlin, January 12, 1895, was a flat failure. The 
last act was admitted to be beautiful, even by those who 
had repudiated the Ibsenian drama for the painful absence of 
this requisite. By 1901, Little Eyotf was produced in Ger- 
many seventy- one times. 

After the representation of The Pretenderi, at Berlin, 
1891, Paul Schlenther had expressed the hope ^^ that Ibsen's 
*' greatest work," Emperor and Galilean, be tested for the 
stage. On December 5, 1896, the Stadttheater at Leipsic, 
as the very first in any country,^' undertook the task in an 
adaptation by Leopold Adler. The formidable drama of ten 
acts had been written in 1878, but it had attracted attention 
primarily as a milestone in Ibsen's literary development. In 

11 Ibid., p. lUO. Appendix, p. 139. 

I* Ibid., p. 1643. Appendix, pp. I8S, IM. 

to Little Eyolf bad the greatest sole and the greatest success upon the 
boards In Scandinavia of anj of Ibsen's social droiuas. It was played 
first in London, Haymarket Theater, Dec. S, 1894; then in Berlin, 
Deutsche! Theater, Jan. IS, 1895; tn Kristiania, Jan. 15; in Bergen and 
Helsingfora, Jan. 21; in Milan, Feb. 32; Vienna, Burgtheater, Feb. 2Ti 
Copeniiagen, March 13; Stockholm, March 14; Paris, May 8, 189J. 

" See page 97. 

'* Not played in England or France prior to 1901. 
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the adaptation, the drama proved to be sufficiently theatrical 
to exalt the lookers on, even though (Mauthner's opinion) 
Julian was played as a " Heldenjiingling of Theodor Kor- 
ner." " 

The two camps of critics, whose sallies pro and con have 
been observed since the advent of Ibsen in Grermony, were in- 
clined to declare a truce concerning the next play, John 
Gabriel Borkman, translated and played in 1897. Sperans, 
'ta an article bearing the title Banquier-Sywbolitimu surveys 
the situation admirably.** 

Sperans takes issue with the insinuation and reiteration 
of the discovery that Ibsen is an old man, and that his dramas, 
too, are old, full of whims and crotchets, fogs and oracles. 
Some critics had ferreted out traces of decrepitude in the 
MasterbuSder, even earlier, in The Lady from the Sea and in 
Hedda Gahler. Their reproach Sperans would prove void. 
The later Ibsen is the greatest and most powerful dramatist, 
able with consummate creative skill to mould the inexpressible 
— for those who see — with clarity and momentous import. 
The dramatist still has something new and signilicant to 
impart. Now more than ever before, he is in a position to 
subject the most audacious material to his artistic pre- 
potency. MasterbuSder Sohtets, Little Eyolf and John Ga- 
briel Borkmann mark the zenith of Ibsen's course. 

The faith in Ibsen, vainly challenged by present criticism, is 
triumphant. They are fools who snppose that this man will ever 
send anything decrepit or feeble into the world. Shonld his 
art become impaired, the closely pressed lips will close all the 
more firmly, and he will remain silent. His work, too, will 
die in beauty and strength.^' 

*» Harlan: Mag. f. Lit., lB96j p. UTT. 

*• Sperans: SotialUtiicht Monatskgftt, 1897, II; p. 97 ff. 

»»Sperttn3! SozxalittUeht MimaUhtftt, 1897, 11; p. 87. Appendix, p. 
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The repeated asamance that the later works are devoid of 
atage-effectiveness is no less erroneonsj — except, of course, when 
a dull audience hurriedly snatches a little excitement between 
business and iouper. To an appreciative coterie Ibsen's last 
creations in particular arc revelations of tbe greatest genius. 
Their overpowering efTect is usapproacbable. I have witnessed 
ZAitle Ei/olf performed with moderate talent before an audience 
which possessed no other superiority than its good sense and its 
naive faith in art. I never have seen another audience aimilarly 
affected. It goes without saying, that these plays exercise an 
infiuence which does not disappear in the check room. It remains 
with us on the street, in the home, in our dreaming and onr 
waking. To tbe question, if Little Eyalf had pleased her, I 
heard some one reply at that time: I am not yet ready to 
Bay, This naive confession shows the one possible approach 
to Ibsen. 

Ibsen cannot be characteriBcd in platitudinous formulae. Tbe 
infinite dwells within him. As in life and nature, there remains 
in him a trace of the unfathomable. The poetic vitality of his 
plays lies in their manifold meanings. A simple incident, 
wrought with superb technie, ascends to solemn transcendental 
heights. In spirit, the plays are dramatic fairy tales; in sub- 
stance, they ore actualities. A lyric mood envelopes the dramas, 
definitely outlined by an emotional coloring, though indefinite 
in its concrete expression.'* 

Of the masterpieces that crown Ibsen's activity, Sperans' 
choice falls upon John Gabriel Borkman, and its admirable 
synthesis of realism and mysticism. 

Ibsen is the creator of the modem symbolism, which suc- 
ceeds in elevating the present work-a-day world, its inci- 
dentals and lowliness, to universal eignilicance. It is not 
necessary for him to take recourse to past ages and archaic 

" Sperans: SoztalittUekt MonaUhtftt, 1897, II; pp. 67, SB. Appendix, 
pp. 190, 191. 
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heroes, Prometheua, Poor Henry, — an elf, or Satmn — to 
produce an effect. He has the abQitj to create his own 
fables. 

John Gabriel Borkman is the drama of capitalism, its 
magnitudes and deficiencies. Borkman is the symbol of capi- 
tal ; both are guilty of the same sin. Ibsen's individual char- 
acters are as diseased as the society in which they live. Al- 
though he contrasts the great personality with the great 
mass, he does not spare the former the keenness and severity 
of his sentence. Ibsen dreams of the great, sound, free, and 
noble morality of an exalted social community. His super- 
man is fellow-man. Ibsen is not an individualist, not an 
anarchist, but a socialist, who beholds the good and happy 
individual in a society of ennobled human b^gs (AdelsiMn- 
tchen; Adeltmemuiker) . 

The technical excellence of the master is again revealed. 
A superficial critic might attribute to a subsidence of tech- 
nical skill, and denounce, the bipartite arrangement of the 
last act, in which, as in a Beethoven symphony, the scene is 
transformed to a loftier and more distant setting. But there 
is no reason that the dramatist — any scribbler could re- 
estabhsh the unity of the act without omitting anything 
essential — should renounce the decorative elanent which the 
tiieme freely oiFers. 

Before Sperans' article appeared in print, John Gabriel 
Borkman ^^ had been put over the boards with considerable 
success, first at Frankfurt on the Main, where it proved to 

!' John Oabritl Borkmann wfu done Into Bngllsh and French in I89T, 
Into Russian, ISSS. 

It was first placed In London, Dec. 1896; then In three Afferent thea- 
ters in Finland^— at the Finnish and Swedish theaters in Helsingfors, 
Jan. 10, 1S9T; at Abo, about the same thne. Ilien Frankfurt, Jon. IS; 
Copenhagen, Jan. IT; Kristianla, Jan. 95; in the meantime In seven small 
Norwegian cities by the lindberg troupe; Stockliolm, also Jan. Si; Berlin, 
Deutsches Tlieatcr, Jon. 99; Copenhagen, Jan. 31, T^e prenttre In 
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be a KaaiemtUcIt, then at Berlin and Hamburg. Its recep- 
tion at the Deutsches Theater, January «9, 1897, was de- 
scribed as exalted, impressive, and profound. Bj 1901, the 
play had been performed in Germany one hundred and seven- 
teen times. 

The year 1898, Ibsen's seventieth anniversary, marks the 
genesis of the admirable translation into German of Ibsen's 
complete works.** The second volume, containing Ltidy 
Inger of Ottr&t, The Feast at Solhauff, The Warrior's Bar- 
row, and Olaf LUjekrems — the last two translated for the 
first time — was the first to appear. (Jermany had become 
acquainted with the person and works of the old Ibsen, the 
Ibsen of the decided, severe, and esoteric features. As un- 
likely as one would picture a Byron, Mozart, or Raphael as a 
man full of years, so unlikely it seemed to imagine Ibsen as a 
young man. The freshness and youth of Ibsen's earher plays 
afforded a surprising revelation, the portrait of a man, young 
in body and spirit, — a buoyant singer with the world his 
home. 

The minstrel has neither house nor home. 

Ne'er findeth he rest, his spirit must roam; 

Holds he a soni of song in his breast, 

He is homeless in valley and homeless on crest — 

Be it hill or dale, he needs must sing 

And needs must touch the trembling string, — 

Discover the life that secretly gleams 

In tossing fjords, neath thundering streams; 

Faiia, Marcli 33 (private); Munich, March 27; New York, Nov. 
16, 1S97; later in Budapest, ]898; Bologna, 189S; Rom^ 1699; Vienna, 
1900. 

i*ntnrik Ibient fdmmtltcA* Werka At dtuttehtr Sprache, Durehg*- 
4»hen und tingeUitel con Otorg Bnmdet, JuUvm BUiu, Paul Sckl«nth«r. 
Vom Dfehter tuitoriiitrt. ZwaUer Band, Barlln, B. Fiirher't Vtrlag, 
1696. 
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Must hear the life that ne'er v 

Then clothe man's dreams that vaguely throng 

And clear his seething thought in song." 

As a dftuntless viking, Ibsen had fared forth from the 
coniines of a pent up valley into tHe sunnier, brighter, and 
freer world. Eagerly he seized upon its promised treasures, 
to find, in their stead, dust and sand. Mortally wounded, 
the juvenile hope and faith seemed doomed to bleed to death. 
The lyric poet had to succumb that the dramatist mig^t live. 

After 1890, Ibsen began to recede from his former posi- 
tion as the central figure on the Grerman stage. In 1898, 
Frenzel ^^ went as far as to assert that, with the exception of 
an occasional presentation of Nora and Ghoitt, Ibsen had 
almost disappeared from the boards. There was a reason 
for the critic's impression, though the facts at our disposal ^* 
would scarcely substantiate the letter of his statement. 
Whereas Ibsen had been one of a few modem dramatists, he 
was now one of many ; the autochthonous drama, as noted be- 
fore, had become superabundant. Young Germany had ac- 
quired of the dramatist what it wanted and needed. The 
battle, too, which had raged for more than a decade gradu- 
ally ceased. The violent encounter concerning Eyolf had 
revealed the despair of the anti-Ibsen contingent, — the 
despair of a lost cause. Their utterances after this con- 
tinued to yield evidence of ill-will and resignation, that pecul- 
iar milange which characterizes the defeated, 

SB Olaf LiljeKram, Act III, icene 10. Not previously translated into 
English. Appendix, p. 191. 

iiFreniel: Deuttche Bundtchaa 99, p. 361. Cf. "Gegenwart" 53, p. 

*i Stein tried to gather statistics of the presentations in Berlin, hut did 
not succeed. The dramas appeared in numerous translations wfaidi 
were freeljr made use of by the pl&j houses. Complete statistics are 
av^lable only from MatterbiiildeT Solnttt on. Cf. Stein: HmrHc Ibien, p. 
SI. 
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A period of transition followed. When the Germans again 
turned to Ibsen their point of view had become, in a sense, 
that of tiie historian. No longer investigating what he had 
to oflFer them for their development, they considered what 
Ibsen had to offer for himself. 

It was primarily the latter motive which prompted the 
staging of Brand,^^ first, in the Schillertheater, Berlin, March 
17, 1898; then, in the Josefstadter Theater, Vienna, July 
31, 1900. It will be recalled that at its initial appearance 
the poem had been admired for its dramatic scenes, but that 
the thou^t of putting it on the stage was dismissed. The 
poet himself hardly had cherished such a notion, for, when 
Ludwig Josephson *^ suggested it, Ibsen replied that it were 
not only a courageous, but a presumptuous undertaking. 
The presentation at the Schillertheater was not a signal suc- 
cess. Brand seemed to lack warmth. The characters 
seemed too abstract. One critic ^* considered the presenta- 
tion a dangerous and superfluous endeavor. Later years 
refuted all these objections. 

In honor of the dramatist's seventieth birthdayj Emperor 
and Galilean was played, March 17th, at the Belle- Alliance 
Theater, Berlin. Director Droescher had prepared a new 
stage version of five acts and a prologue, — a very ungrateful 
task. Though respectfully received, the world-drama will 
be likely to remain of greater interest to the literary his- 
torian than to the practical craftsman of the theater. Fren- 
ze! *■ assigned it to the closer circle of the liberally educated, 
among whom, he thou^t, the drama would always find ad- 
mirers. 

*'Btvmd played by L'oeuvre, Paris, June 31, 1895. 

■■ Josephson staged the dramatic poem at Stockholm, May 94, 1885. 

■< Anon.: 0»g«nwart 53, p. 993 ff. 

*■ Frensel: Deutiche Bwubo&av 95, p. 313, 



3d by Google 



116 Ibten m Germany 

The dramatic EpUog,^" the last product of Ibsen's pen, 
was done into German in 1899. It impressed the critics as 
too subjective to endure the footlights. The subjectivitj of 
the play was condemned bj those to whom it seemed eccmtric 
and strained. It was commended by others, who perceived 
therein an expression of tranquil immensity. In the ocean 
of tone of this tragedy which gathers its power from the 
past and its mystery, L. Lier '' remarked, there are touching 
melodies. In them the melancholy motive of resignation is 
discernible, to which the heart responds. When We Dead 
Awaken succeeded in winning for Ibsen many who had hesi- 
tated or followed reluctantly heretofore. 

The first performance ** at the Deutsches Theater, April 
17th, Brahm characterized as rem wnd gro»$. The audience 
could neither frustrate nor deny its poetic mood and dra- 
matic power. Within a year the Epilog was played in Ger- 
many two hundred and fifteen times. 

By 1901 all the important plays of Ibsen had been staged 
in the German speaking empires with the single exception of 
Peer Gynt. Love's Comedy ** had been performed at the 
Belle-Alliance Theater, Berlin, December, 1896; a second 
time, by the Secessionsbuhne — a new theater modeled after 
V Oeuvre, for the furtherance of 'symbolic versus naturalistic 
art, Berlin, September 16, 1900. The latter presentation 
was a complete failure, attributed to the " folly of the thea- 
ter, the hopeless impersonation, and to the antiquated com- 
edy with its horriUe thesis." To return to Peer Gynt, — this 
dramatic satire had been originally as little intended for the 

30 When W» Dead A'wak»n, Into Englbdi and French, 1900. 

"L. Ller:K«M(ii«ir(Xin, I:p. SMff. 

s 9. Performed the same year In England, Germany, ScandlnaTia, Aus- 
tria, Ital7, RusEia, not to mention a number of sm^ler conntries. Not 
plajed in France, however. 

t^Love'i Comtdy, played In Froiice, iTvne fS, IB9T. 
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theater as Bra/nd. In the winter of 1873-74, Ibsen had pre- 
pared a stage version, and two years later the courageous 
Josephson undertook to present it, February 34, at Kris- 
tlania. Copenhagen followed, January 15, 1886 ; Paris, No- 
vember 11, 1896; and finally, Vienna, at the Deutsches Vollcs- 
theater. May 9, 1902. 

Everything Ibsen had written had been translated prior 
to 1901 {CatHina, in 1896) and, with the exception of the 
lyrics and some of tiie earlier plays, widely read. In spite 
of the skill which had fashioned them, Ibsen's lyric poems 
never had gained the recognition due them. Though pos- 
sessing an incomparable wealth of lyric poetry in their own 
literature, cultured Germans not only had read, but had en- 
joyed, if we are to believe Brennert,*" the songs of Bums, 
Musset, Lermontoff, Leopard!, and Petofy. At the same 
time, they had remained singularly unaware of those of 
Wergeland, Hansen, Vinje, Bjomson, and Ibsen. 

The last decade of the century witnessed the publication 
of a number of books, a few of which deserve a word of spe- 
cial attention. The modem drama had not long established 
itself and its reputation when Max Nordau (1849-) of Buda- 
pest appeared upon the scene incriminating the entire move- 
ment. His indictment, a lengthy and detailed analysis of 
modern existence and its chief literary exponents, he summed 
up in the one word Degeneration (Entartung), 1892. Pur- 
suing the method of his teacher Oesar Lombroso, Nordau 
wished to enlighten the world by applying to its ex- 
travagances the test of a sane and normal mind. Political 
and social criminals have no monopoly of lunacy and de- 
generacy ; these are quite as common among artists and 
literati. The current enthusiam for the pathological ten- 
dencies in art and literature is nothing more than the insignia 

M H. Brennert: Ibt«n nb Lgriktr, Qtgtmeart 45, p. 163 ff. 
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of the more or less pronounced moral insanity, imbeciHty* 
and dementia, which have become the rule rather than the 
exception. Degeneration is characterized by various griev- 
ous fashions, among them Ibsenism, alias, ego-mania. 

Having satisfactorily pigeoD-Holed Ibsen, Nordau devotes 
about one hundred pages to him, acknowledging t}w dra- 
matist's unquestionable abihty, emphasizing and illustrating 
the unmistakable indications of deterioration. And the con- 
clusion of the whole matter — which must be read to be appre- 
ciated — is this : May Ibsen remain in company with those 
of his spirit, that is to say, with hysterical women and 
masculine masochists, with those who believe that sound 
common sense and optimism are two destructive principles 
of poetry. 

To counteract the popular impression of Ibsen's being a 
realist, Adalbert von Hanstein published a series of lectures 
delivered at the Humboldt Academy in Berlin, in book form, 
bearing the title, Ibten at an IdealUt, 1897. Though early 
adjudged an idealist, — without quibbhng about the exact 
signification of the term — by his more competent students, 
Hanstein was the first to state explicitly that Ibsen was not 
only indifferent to, but opposed to a materialistic Weltan^ 
tchaieu/ng, a realistic philosophy, and a naturalistic art. 
This fact admitted, the student would no longer find the 
later dramas conundrums defying a solution. 

Hanstein's contention received reliable support in Axel 
Garde's disquisition, The Banc Thought in Henrik Ibten't 
Writings, translated from the Danish original in 1898. 

The first volume of Roman Woemer's fairly extensive study 
of Ibsen, which pursues the dramatist's career to 1873, left 
the press in 1900. The following year brought forth a num- 
ber of discussions.^^ Henceforth, the various publications 

•I See Table B, p. 171. 
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sought to explain Ibsen, and to assign him his just place in 
the progress of dramatic literature. 

Since 1886, the drama, especially the acting-drama, had 
rapidly increased in quantity and quality, until in 1897, 
it occupied the central interest in German letters. During 
the comparative inanition of the drama, the novel and short 
story had flourished and had beconie the chief literary ex- 
pression of German life and culture. Karl Frenzel " would 
attribute the phenomenal rise of the acting-drama to the 
eclecticism of the Berlin theaters. The imperative need of 
the play is proper impersonation and adequate scenic presen- 
tation. These requisites, without which all the talent of the 
modem school, Ibsen not excluded, would have passed into 
oblivion, the abundance and versatility of the Berlin theaters 
supplied. 

The German drama had become independent, differing 
from the Ibsenian model both in form and content. A natu- 
ralistic dialogue had superseded the Ibsenian. Simultane- 
ously the mathematical construction of the latter gave way 
to a loosely connected series of incidents, or cinematographs, 
best exemplified in The Selicke Family and The Weauert.*' 
It was felt that the more mathematical the play, the further 
it was hkely to be removed from actual life, from sense-per- 
ceived existence, to the representation of which the Grerman 
naturalists at first consecrated themselves. At their hands 
the minutest detail received loving attention, — characteriz- 
ing their plays by an intimacy with homely, every-day ex- 
perience, scarcely duplicated elsewhere. But one virtue is 
often the price of another; for its immediacy the German 
drama forfeited breadth of horizon and wealth of idea. 



*' Ficaadt DetUtekt Bundtchav 91, 1897; p. 138 ff. 
41 Hanptmanni DU Wsber (Ce Waber), 1893. 
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liater, therefore, the German playwrights turned from the 
mere reproduction of the itata deg choiea to the contempla- 
tion of the itati d'Smet, — which had always berai Ibsen's 
primary concern. 

The naturalistic movement was short-lived. As early as 
1891, Bahr had asserted, *' Naturalism is surmounted," ** 
and two years later, Hauptmann, the typical heir and repre- 
sentative of the generation, illustrated the statement in The 
Attumption of Hannele.*^ With considerable technical skill, 
the dramatist here attempted a synthesis of naturalism and 
mysticism, of the objective and subjective aspects of life. 
Ibsen had introduced various phases of soul-life in the plays 
from RoimeTiholm on, and in The MatterhtiAder he had prac- 
tically anticipated the entire symbolic movement. 

Whether realistic or symbolic, Ibsen had insisted upon 
truthfulness of characterization and upon uprightness of 
technique. Herein lay the vitality of his contribution to 
modem Germany. He goaded the young writers into truth 
at a time when art had lost its sense of truth. He spurred 
them on to seriousness when the age was flabby, to action 
when the epoch seemed stagnant, to courage when the gen- 
eration was weak. " Therefore, we may call him the primo- 
genitor of our new drama, and thank him, as the old Hebrews, 
' witii our whole heart, our whole soul, and with our whole 
mind.' " *' 

^DU Vberwindmig de* TfaturalitttHU. 

*" Hannelet HimmelfahTl. 

*B Darum lUlrfen vrir ikn wohl d»* Ahnherm iumne» fSr wuer iMtM* 
Drama wnd {Am danktn, wie die aUen Juden, von gaiiamn H»m<n, von 
gcaizer SttU nnd vom grmzam ffemfl*. Kerr: D»r Ahnherr; Ntnt 
deutiche Bundtihau VII, 1S96, SI; p. 3ST ff. 
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CONCLUSION 

ALTHOUGH Gennan literature in general bore, more or 
less, a stamp of uncertainty during the seventies, the 
drama and the theater seemed especiallj indeterminate. Ac- 
cordingly, Frenzel, in 1877, raised the question : Is the Ger- 
man theater about to enter upon a new and creditable course 
of development, or is it at present upon the inclined plane 
from which the English theater has rolled down into the 
depths? ^ 

Faithful to the classics — to tiieir titles, at least — the 
court theaters rejected the plays of the younger and more 
ambitious playwrights, and continued for the time being quite 
undisturbed by the (Frenzel ^ thinks exaggerated) accusa- 
tions of partiality, ill-will, conservative political views, con- 
siderations for the court, and want of judgment. 

It was in the greater liberality of the popular theaters 
{VoUcttheater) that the young and radical generation per- 
ceived the possible realization of the new drama. The rise 
of these same theaters, to the conservatives, portended the 
mid-night hours after the twilight. To submit to the popu- 
lar theaters was to court farce and banish tragedy, to court 
license in speech and action instead of gravity and dignity. 
It was feared that libertinism of the stage would increase in 
proportion to the degeneration of taste, and since the pro- 
letariat was increasing in power from day to day, barbarism 

> FrenEol: DU Zvihatft dt* i«nt*eh»n Tkeattrt, Dramahirgte II, p. 4si. 

> Ibid., p. 433. 
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and the ultimate ruin of the German theater were inevitable. 

During the years when the good genius of German litera- 
ture had turned from the stage, the French play of manners 
took possession of it, nor was there, seemingly, any autoch- 
tiionous drama to oflFer any opposition. Few flowers and 
less fruit ; poor drama and poor presentation : such was, in 
brief, the status of the theater. Before the close of the de- 
cade, however, the Meininger had supplied the histrionic 
qualifications. 

But the prime requisite was wanting. No new, theatrically 
effective play seemed forthcoming, — no play, as Frenzel ' 
demanded, sensational and virile enou^ to provide a subject 
for a three weeks' debate in the papers, at the social teas, 
and among those standing at the street comer. 

The German classics lay as a paralyzing weight upon the 
drama. Even Hebbel never had succeeded entirely in freeing 
himself from their influence. Since the days of Goethe and 
Schiller, the cultural life of Germany had experienced, how- 
ever, revolutionary changes ; human interests had been re- 
adjusted and re-evaluated. Facts and ideals had changed. 
Failing to discover any possible conciliation between the past 
and present dispensations, the prevailing literary school held 
to the former. Severed from the vital forces of the time, its 
epigonous literature as a matter of course degenerated into 
academicism and conventionalism. 

The accumulating realistic forces, best represented in Heb- 
bel and Ludwig, later, in Anzengruber, were scarcely ac- 
corded recognition, to say nothing of their exerting any ex- 
tensive or permanent influence. Nor was the reahstic tend- 
ency developing in literature independent of these talents 
destined to progress very far. The successful wars of the 
sixties and of 70-r71 had generated a national and patriotic 

* Fretueh DU Zukvnft dtt d«uUi>h«» Theatfrt, Dramaturgic 11, p. *SS. 
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Conchuion 128 

interest which the subsequent founding of the Empire con- 
tinued to propagate, and which for the time cut across the 
natural evolution of realism. 

The advance of industriahsm, under the support and direc- 
tion of the hourgeoisie, too, had given rise to a literature. 
This, supplying the demands of those for whom it was pri- 
marily intended, precluded by its very nature any drama of 
breadth and depth. 

There is still a third reason why German literature, espe- 
cially the drama, bad to suffer the influence of foreign litera- 
tures, even of those considered degenerate, barbarous, and 
insigniiicant. The attempt at a social literature during the 
seventies was frustrated by a convention which had entered 
and assumed control of various aspects of German life besides 
the literary. In the meantime, the treatment of social themes 
had received an impetus in other European countries: first of 
all, in England, witness Kingsley and his contemporaries; 
then, in France, Russia, and Scandinavia. 

Zola's Nana broke the way for social literature in Ger- 
many. Its brutal force appealed to the younger minds. 
The Russians then revealed another aspect of society, equally 
interesting, in the portrayal of mystic and pathological fig- 
ures against the contrasting background of a vigorous folk, 
in short, in the portrayal of a hig^y attenuated civilization, 
on the one hand, and an uncivilized humanity, on the other. 
Then most interesting of all, and most influential of all, be- 
cause visionary as well as immediate, the Scandinavians, who 
uncovered the social lie and pointed to the great, strong, and 
free social community of the future. Ibsen met, moreover, 
the practical requirement of the day, — a drama which would 
occupy the public even at the street comers. 

Reacting against the imitation of the classics, the new 
generation demanded a literature consciously true to fact, 
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to Kctofditj. What the precise nature of the new drama 
waa to be remained for some time until after 1885, more or 
less a matter of conjecture. There were divergent opinions. 
But common to all youthful authors, in addition to their espe- 
cial sensitiveness and impressionableness — in fact, resulting 
from them — was their method of writing. They appealed 
to and shocked the senses; truth at whatever cost, truth 
irrespective of conventional ethics or esthetics. There 
seemed to prevail a keen delij^t, a nervous and hysteric sat- 
isfaction, to uncover what the immediate forebears had tried 
to conceal or evade. 

Just a hundred years earlier, the history of German htera- 
ture had recorded a similar movement, with at least one 
trenchant diiFerence, between them, however. The Storm and 
Stress had been peculiarly national in temper ; the recent re- 
action was conspicuously international, in the minds of some, 
even anti-nationaL^ 

This peculiar international flavor hod pervaded the ideas 
of Europe particularly after the dissemination of the Dar^ 
winian theories of life and evolution {Origin of Species, 
1859). To nationalize these ideas required at once a talent 
original and great enough to embody them in such a way as 
to emphasize those aspects compatible with the national spirit 
of a country, at the same time, to subdue or reject those 
phases or interpretations not in harmony with that spirit. 
Until subjugated to national taste and feeling, any influence 
must remain to a greater or less degree a foreign yoke. 

The nature of the problem confronting young authors was 
twofold. The international ideas needed to be naturalized, 
that is, they must be recognized in and colored by the national 
life of a people. Purely sectional incidentals needed to be 

*Ct. Bartelsi Di» dauUeht Dichlvug dtr a«g*tiwart, p. M4. Lltx- 
monni Dai d»ttUeht Drama, p. 141 ff. 
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considered as contributions to the ultimate art product. 

Theory prepared the way for practice. Nature and truth, 
as erer before, were the watchwords of the new gospel. 
Truth now, however, was coincident with actuality. Real- 
ism, and what was later specifically designated naturalism 
were scarcely differentiated, and idealism still sang its tune 
in the medley. 

The nineteoith century Storm and Stress had quite spent 
itself by 1890. Primarily lyric in its nature," it had fostered 
individualism. Each writer sou^t to precipitate the values 
of the epoch as he perceived them. Late in the eighties the 
somewhat erratic and confused groping after the new manner 
gave way to a rather definite method. Holz and Schlaf were 
its originators, and Hauptmann named it consistent, *' conse- 
quent " realism.* 

To Holz and Schlaf the new German drama owes its tech- 
nique to a great extent. Schooled by Zola, they supplanted 
the drama of action by the drama of milieu, but not before 
Ibsen had well pr^ared the way for the change. 

The new movement began in iconocl&sm. But no icono- 
clast approached the ruthlessness and fearlessness of Henrik 
Ibsen. It was he who taught Jiingst Deuttckland most 
effectively to tear down the old structures of society and art 
and to expose the rotten fonndationa upon which they were 
resting. His dramas, moreover, were inspiring examples. 

Deeply felt, though perhaps not consciously recognized by 
the young generation, Ibsen served as a prototype in the na- 
tionalization of current ideas. The later ideal of Hevmat$- 
kurut, Ibsen had long anticipated. , The small city of Skien, 
his birthplace, had provided him with many experiences from 
which store he drew again and again. In this small common- 

• Cf. Bartels: Di* dautteJu Diehtmig dar OegentBort, p. HO. 

• Cf. dedlcatbm In Hauptmum'i Vor BoimtwMfgaMg, I6S9. 
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ity, Ibsen discovered the conflicts which in his dramas as- 
sumed not only European, but world-wide proportions. In 
its circumscribed so<netj, Ibsen found many of the per- 
sonalities which in his works became typical of the century. 
His intimacy with the soil of Norway, his national stren^h, 
in no small measure accounts for the source and the secret 
of his achievement. 

To Hermann Sudermann (1857—), whose literary fore- 
bears are Dumas /S< and his contemporaries, rather than 
Zola or Ibsen, belongs much of the credit of ushering in the 
new German drama. By embodying just enough of the new 
to add piquancy of flavor and by retaining enough of the 
old-fashioned to please and to satisfy, it was he who engaged 
popular interest for the coming drama. Gerhard Haupt- 
mann became its greatest artist. 

As the individual authors had extracted from Ibsen those 
themes and methods consistent with their personal inclination, 
BO the critics and pamphleteers drew from him whatever 
promised to further their contentions. Ibsen was, accord- 
ingly, prophet, seer, and teacher ; realist, naturalist, idealist ; 
individuahst and socialist. Philosophy was discovered every- 
where, and where philosophy was scarce, symbolism was 
aboanding. 

Apropos of the latter, Ibsen once expressed himself in con- 
versation with Lothar: 

Yes, indeed, the interpreters. They don't always do their 
woric well. They like to symbolize because they have no respect 
for actnality. And if a symbol is really handed to them, they 
make it trivial and disgrace one.' 

i"Ja, vakrhafUg, dU ErklSrer. Di» maehtn thre Sachs nicht immar 
gut. Dft 8i/mboli»itr«n gem, vmU tU Jtifiwn Be*p»et tmr d«r WirkUek- 
Jtait Kdbtft. Qiht man ikntn dann inWklieh «in-8ymbol tn di» Hand, dann 
maehtn im e{n« TrMaUtSt doroiw itikl tchimpfen." Lotbar: Benr^ lb- 
«M,p. 190, 
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Ibsen presented a profusion of conflicting ideas — Schop- 
enhauer and Nietzsche in one. How to adjust them and 
weld them into a system became a task of absorbing interest 
in which the artist's prerogative to portray a situation from 
any point of observation he might choose, was quite over- 
looked. As a result, critical minds found themselves ia a re- 
curring dilemma, which they preferred to attribute to the 
confused thinking of the dramatist. To the very close of 
the century, therefore, and later, the drama of ideas per- 
sisted in the minds of many as ideas rather than drama. 
Against this dispensation, Ibsen justly remonstrated. 

In regard to Rosmerskolm, for instance, he wrote : 

The ball to work midoubtedly pervades Batmertkolm. 

Even more, however, does the play deal with the straggle 
which every serions homan being has to wage with himself in 
order to bring his life into concord with his knowledge. . . . 

But first and foremost, the play is, of conrae, & digtning 
(poesy, Dichtung) of human beings and their fate.* 

In a letter to Count Prozor, his French translator, he wrote 
apropos of Hedda Gabler: 

It was not really my desire' to deal in this play with so- 
called problems. The chief thing to me baa been to portray 
men, their sentiments, and destiny npon the basis of certain 
existent social conditions and (accepted) pnnciples.* 

The spirit of A DoWt Hou$e and of Ghottt is no different. 

And in the last, the symbolic dramas, Ibsen's original pur- 
pose as the artist was not forgotten or less effective. The 
shadows and the mists of the later plays are lifting and dis- 
persing since the determination to read into them more of the 

> Brtvt fra Hmtrik Ibten II, p. 16S. Appendix, p. 191. 
• Ibid, pp. 193, IH. Appendls, p. 193. 
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secret and suggestive than the author ever dreamed of, has 
abated. When Ibsen in his Dramatic Epilog proclaims that 
he vho has lived for art only has not found happiness, he 
utters — if it may be construed at all as personal — his own 
sentence.*" 

Had Ibsen become generally known by any other than his 
social dramas — wMch at that epoch would hardly have been 
likely — he might have been spared the misinterpretations of 
his German readers and students, their speculations and 
guesses which bring to mind the early opinions of the Second 
Part of Fatat. As it was, the Ibsenian dramas compelled 
an explanation, and the various endeavors to elucidate this 
or that point to the public were no less serious attempts to 
clarify the minds of the critics as well. 

While the latter were engaged in interpreting and expound- 
ing Ibsen, and while the public was being repeatedly and 
for the most part willingly shocked and excited, the young 
creative minds were attracted as by a lodestone. Here was 
something defiijite, a new world from the chaos of modem 
forces which youthful Grermany had felt without being able to 
formulate. With the assistance of the dramaturgists 
friendly to the new movement, the stage became, as for 
Faust Part Two, the important agency of a better undei^ 
standing of the poet and his purpose. 

This is not to be construed, however, that the success of 
any one play was its best critic, — a dogma which such echo 
who follow rather than direct the puMic taste. The early 
performances of any one drama were often promoters of mis- 

10 Though the poet's Btstement of what he intended is h;' no means « 
final settlement of what be presented', his serious opinion Is likefy to be 
as weig^t;r as titat of the average critic Cf . Anon. ; '' Kwulieart ** XI, 3, 
1898; p. 188 ff. 

Compare Rubelc In Wktit W» Dead Awaktn with Einar lu< Brand, who 
is first all artist, then all moralisL 
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vmclerstanding. Ibsen was cosf rooted on the stage with vari- 
ous obstacles, — the dogmatism of aesthetic orthodoxy, poli- 
tical and religious scruples, not to mention the practical diffi- 
culties. His success in surmounting them all in due time is 
an astonishing testimony of the compelling power of his life- 
work. 

The plays appearing after Hedda Gdbler, that is, after 
1891, no longer aroused the contest and enthusiasm of their 
predecessors. Ibsen's significance, on the other hand, con- 
tinued to increase ; this was not dependent upon the theater. 
The old school which had held so tenaciously to its ideals, 
and which had looked askance at a rejuvenation of the Ger- 
man di^ma throu^ untried and untempered means, gradu- 
ally acknowledged defeat. 

But the actual tHumph of Ibsen on the German boards 
was postponed until 1904, when Otto Brahm became the direc- 
tor of the Lessingtheater at Berlin, Here through his in- 
sight and skill, adequate representations were offered to the 
satisfaction of the public and the honor of the dramatist. 

As an apology, or as a self-justilication, it is not unusual 
to encounter in German criticism the assertion that the mod- 
em German drama would have developed from the realistic 
novel '^ without the influx of foreign stimuli. That is in all 
probability true. What the resulting drama would have 
been is and remains conjecture. As facts stand, the novel '^ 
did not always profit by the virtues of the extraneous pro- 
totypes, but, in some instances, at least, evai lagged behind 

" After 1MB tbe Germsn drama had to cede first place In letters to 
tbe novel, both In sigiiiflcance and In popularity. Gutikow no longer bar- 
vested the successes of tbe earlier days, and Hciibel'a N&>*bmg«» did not 
rise to tbe bel(^t of Maria Magdahna and Judith. Cf. Frenseli Drama- 
turgi4 I, p. 1 ff. 

It Cf. R. M. Meyers Di» d»%d*oh» lAUratur det XIX Jakrlvandertt, p. 
73Tff. 
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the dramft. The controverBy would carry us beyond the 
province of this treatise; suffice it to say, therefore, that any 
apology for Ibsen in Germany is quite superfluous. 

There may be some weight in the further argument, occa- 
sionally advanced, that Ibsen was fundamentally not a for- 
eigner. It is likely that a racial sympathy might have been 
felt for him, which was not experienced for Zola or Tolstoy. 
The contention, however, would scarcely bear much strain. 

A busy day is a short day at the time; in retrospection, on 
accomit of its many happenings, it seems long. Similarly, 
the reader of the foregoing pages may feel that the appre- 
ciation of Ibsen in Germany was a somewhat drawn out 
process. Compared to the reception of Hebbel or Kleist, and 
Goethe's Werther or Faatt, that of Ibsen was surprising'Iy 
prompt. This assertion finds further support in the pro- 
found influence — though that is not the problem of this 
dissertation — he exerted in Germany, which influence was 
no mere fad, but a power which made Ibsen, no matter how 
interpreted, an integral and significant part of the modem 
German drama. 

As Shakspere finally became through the masterly transla- 
tions of the romanticists, and through the response to him in 
the (Jerman aoul, a prominent figure in German letters, so 
Ibsen a century later — without carrying the parallel too 
far — was incorporated in that literature as part of itself. 
To-day Ibsen belongs to the stage, to the literature, and to 
the culture of Germany. 

But that is not all. Had the dramatist of the North been 
annexed to Germany only as so much territory, the acquisi- 
tion would have been valuable enough, but, Ibsen performed 
a service. He assisted youthful Germany, by liberating it, to 
express itself, — and self-expression is self-realization. 
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Drama 1 


Date 
of 
Pub. 


First Gennan 
Trans. 


First 
Prod. 


First 
Prod, in 
Germany 


Catilina 


leao 


1998, Leipsic, 
, Munich 
Hugo Grelns 


1881 
Stockholm 




Gildet paa Solhuig 
The Feast at Solhaug 
Das Fcst anf Solhaug 


isse 


1888, Leipsic 
Emma KUngen- 
feld 


1856 
Bergen 


1891 
Vienna 


Fru Inger tU dstrAt 
Lady Inger of OstrSt 
Die Herrin von Oestrot 


1857 


18TT, Munich 
1 Enuna KUniten- 
feld. ^ 


1855 


1878 
Berlin 


land 
The Vikings at Helge- 

land 
Die Helden auf Helge- 

land 


1838 


1876, Munich 
Emma Klingen- 
felda 


1858 
Kriatlania 


1876 
Munldi 










Love's Comedf 
KomOdie der Llebe 


1663 


1889, Berlin 
M. T. Borch 


187S 
KrlstianlA 


1896 
Berlin 


Konesenmerne 

Die Kronprfitendenten 


IBGi 


IBTe, Berlin 
Adolf Strodt- 
mann 


ISflt 
Kristiania 


1875 
Mein- 
tagen. 


Brand 


1860 


187S, Kasael 
P. F. Slebold 


1885 i 
Stockholm 


1898 
Berlin 



t KsnnpehBjen (The Warrtor"* Barrow, Das HQnengrab), Olaf Lilje- 
krans, and other less promising^ early efforta were not admitted to any 
edition prepared by the dramatist himself, and are not of sufficient im- 
portance to consider in this table. 

1 Collaborator. 

«Cf. Ibsen: 8amt»d« VoTUr II, pp. XI, XII. Arnold: Dm niod«ni« 
Drama, p. 149 records 1876 as the year of the first performsiice, Emll 
Reich: Ib»ent Drmntn, Dresden, 1906; p. 48, corroborates the date here 
given. 

«First produced in Its entirety; the fonrtti act had been presented a 
nnndwi of times prior to this date. 
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First 
Prod, in 
Gennany 



De nnges Fortnind 
The league of Youth 
Oct Bund der Jugend 

KejBer og Galilteer 
Emperor and GalileaD 
Kaiser und GalUtier 



Samfundets Stittter 
The PlUarB of Society 
Die StUtien der Gesell- 
echaft 

£t Dukkehjem 
A Doll's House 
Bin Puppenbeim 



1SS8, Lelpsic 
E. Brausewettet 
Berlin 
Paul Hermaim 



18T7 
Denmark 



1879 

; Copen- 

ha^n 



En Polkefiende 

Ad Enemy of the People 

Eln Volksfeind 

Vildanden 
The Wild Duck 
Die Wlldenle 



Rosmersholm 



Fruen f ra Havet 
Tlie Lady from the Sea 
Die Frau vom Meere 



1687, Ber'un 
M. V. Borcb 
Leipsic 
E.Brausewetter 

IB8T, Berlin 
M. T, Borcb 
Leipsic 
A. Zinck 



1869 
■ Feb. 19 
Kristiania 



April 6 
Augs- 
burg 

1889 
Feb. 13 
Weimar 



° Adaptation (Bearbeitung). 

* Many translations, among them; Emma Klingenfeld's, Munich; 
Lange's (Reclam) ; Emil Jonas' version for the stage, Berlin. 
T Ibsen: SamUde Varktr VI, p. XXXI. 
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Drama 1 


Date 
of 
Pub. 


First German 
Trans. 


First 
Prod. 


First 
Prod, in 
Germanj 


Hedda Gabler 


1890 


1891, Berlin 
E.KlingenfddB 


1891 
Munich 


1891 
Munich 


Bjgmester Solness 
MaaterbuUder Solness 


1893 


1893, Berlin* 
Sigurd Ibsen 


1898 
London 


1893 
Berlin 


Lille Brotr 
Little Eyolf 
Klein Eyolf 


1694 


1895, Berlin 


1894 
London 


1695 
Berlin 


John Gabriel Borkman 


18S6 


1897, Leipsic 
Munich 
Sigurd Ibaen 


189fi 
London 


1897 
Frank- 
furt am 
Main 


NAr vi dtlde Hgner 
When We Dead Awnken 

Wenn wir Toten er- 


1899 


1899, Berlin 
ChrUtian 
Morgenstern 


1699 


1900 
Stutt- 
gart 



B Simultaneously, a number of translations: von Borcb, LeipsiC; Victor 
Ottman, Halle a. d. S.; S. Fischer, Norditche Bibliothek, Berlin. 
B Also: V. Otbnann, Leipsic; Paul Hermann, Halle a. d. S. 
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TABLE B, IBSEN 

Chronology of Fnblisbed Translatioiis, Significsnt 



PUjB Pmented 



Brand 

The PreUndert 

The League of Youth 



BjSnuon: 
Between the Battlet 



Bjomsoo: A Bankrupted 



1 Tbe Initial productions. In Italka. 
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FrodnctionB,* Critical CommeDt, and Bibliography.* 
Where Presented Criticsl Comment Books, Essays 



H., J.: Henrik Ih- 

ein norweglscber 
Dramatiker; 

Mag. f. d. Lit. d. 

Autlandet 82, p. 
867 ff. 

Frenael, E.: 
DeutMche Rund- 
tchau 6, 1876; p. 
1S8. 

FrensEel, E.: 
Berliner Drama- 
turgie II, p. 125 
ff. 

H., G.; H. Ibsen 
ond stin drama- 
tisches Gedicbt 
Brand; Mag. f. d. 
Lit. d. Auilandet 
86, p. 4S1 ff. 

Frenzel, E.: 

Deutiche Rund- 

ichati 6, 1876; p. 

188 ff. 
Lindan, P.: 

Gegenwart 6, p. 



Berlin, Friedrich- 
.WObelmsstiidtiache 
Biihne, spring. 



Berlin, National- 
theater. 



Strodtmann, A.: 
Oeittiget Leben i* 
Danemark, Berlin 



■ Hie btblioKTapI? here listed approaches completeness. 
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Year 
1875, 



1877 
1878 



1878, 
1878 



Appendix 
Translatiotis 



The Vikingt at Helgeland 



Lady Inger of Ottrdt 
The PUlart of Society 



A DoU't Houte 



Plays Presented 

Bjomson: The Newly- 
Married Couple 



Ibsen: The Pretendert 



The Vikingt 



The PiUart of Society 



Lady Inger 
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Where Presented 

Munich, Hofthea- 
ter, May. 



Meiningen 

Munich, Kgl. Thea- 
ter 

Schwerin, i. M., 
Hoftheater, Nov. 
15. 

Munich, Hofthea- 
ter, April 10. 

Vienna, Burgthea- 
tet, Oct. 26. 

Dresden, Hofthea- 
ter, Oct. 27. 

Berlin, by the 
Meininger, June S 



Berlin, Belle-Alli- 
ance Theater, 
Jan. 25. 
Stadttheater, 
Feb. 2. 

National theater, 
Feb. S. 

Ostendtheater, 
Feb. 6. 

Reuniontheater, 
Feb. 6. 

Berlin 



Critical Comment 

Aue, T. V. d.: 
Gegenwart 8, p. 
91 ff. 



Frenzel, K.: 
Deuttche Rund- 
ickau 8, p. 154. 

Frenzel, K.: 
Berliner Drama- 
turgie II, p. 144 
ff. 



Frenzel, K.: 
DtuUche Rund- 
tchau 14, p. 485 



Books, Essays 



sdbyGoOgle 



Appendix 



Year 

1880 



168S 
1883 



Peer Ognt 



An Enemy of the People 



Plays Presented 
A Doll** Route 



A Doll's House 
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Where Presented 

Munich, Residenz- 
thcater, March 8. 



Berlin, Resideiu- 
theater, Nov. 20. 



Hamburg, Thalia- 

thester 
Dresden, Egl. 

Theater 
Hannover, Resf- 

denitheater 



Vienna, Stadt- 
theater 



Critical Comment 



Freniel, E.: 

Deut. Rundtchau 

36, p. S06 ff. 
Lindau, P.: Qegen- 

wart IB, p. 34«ff. 



Bnmn, E.: 

Mag. f. Lit. d. 

Autlandet 99, p. 

78 ff. 
Wichert, E.: 

/m n«ii«n Jteich 

1880, 3; p. 888 ff. 



Passarge, L.: 

Mag. f. Ut. d. 

Aiulai^et 108, p. 

98 ff. 
ZoUing, T.: 

Oegettwart 23, p. 

282 ff. 

Brahm, O.: 

Kritttche * Schrif- 
Un, p. 78 ff. 



Books, Essays 

Horn, F. W.: 
Qeichiehte der lAtt' 
ratur de* teandinavi^ 
ichen Nordens, Leip- 



Sieritt, E.: 

Krititcht StreifMuge, 
Bramischweig 
Zabel, Eugen: 
Henrik Ibien; Un- 
tere Zeit 1881, 1; p. 
518 ff. 



Brandes, G.: 

Htnrik Ib»e»; Nord 
und Sud 37, p. 247 
ff. 
Passarge, L.: 
Henrii Ibaea, Lelp- 



* B^rints of newspaper articles. 
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Ye« 
1886 



Appendiic 
Translatioiu 



Plftjs Presented 
Ghotta 



3d by Google 



Where Presented 


Critical Comment 


Books, Essays 


Augsburg, 




Brahm, 0.: 


April 14 




Henrik Ibten; Deut. 


(Private). 




Rundschau i&, p. l&S 


Meiningen, 




ff. 


Dec. 22. 








Jonas, EmU: 


Schmidt, R.: 




Mag. f. Lit. d. 


SkandinavUche Lit- 




Autlandet 109, p. 


teralurbriefe ; Mag, 




293. 


f. Lit. d. AuHande* 
109, 1886, 1; pp. 85 
ff., 246 ff. 




Conradi, H.: 






Gedxchie von 






Henrik lb ten; 






Dettt. akad. Zeit- 






tchrift, June 6. 






(Gesammelte 






Werke II, p. 825 
ff.) 




Berlin, 


Berg, L.: 


Bahr,H.: 


Residenztheater, 


GeielUchaft 8, 


Henrik Ibten, 


Jan. 9. 


1887, I; p. 280 ff. 


Vienna 




Brahm, 0.: 


Berg, Leo: 




Kritiiche Schriften. 


H. Ibten und dot 




pp. 73 ff., 10* ff. 


Germanentum in der 




Fontane, T.: 


modemen Liiteratur, 




Caitterien,^ p. 180 


Berlin 




Borinski,K.: 


Brahm, O.: 




Getpeniter, «tn 


Henrik Ibten. Berlin 




Getprach; Grenz- 


Malkowsky, G.: 




boten 1887, 1; p. 


Henrik Ibten aU Ly- 




321 ff. 


riker; Gegentvart 81, 




Frenzel, K.: 


p. 300 ff. 




Deut. Rundtchau 


Sierke, E.: 




51, p. 464 ff. 


Henrik Ibten und 
der Realitmut auf 
der Buhne, Untere 



3d by Google 



TranslAtioiis PUys F 



18B7, 
con. 



An Enemy of the People 



3dbvG00g[e 



Where Presented 



Beilin, 
Ostendtiieater, 
M&ich S, 



Angaborg, 
April le. 

Berlin, 
Residenztheater, 
Majr a. 



Critical Comment 

Malkowskf, G.: 
Gegenwart 81, p. 

Sierke, E.: 
Utuere Zeit, 1887, 
2; p. 187 ff. 

BergiL.; 

GetelUchaft. S, 

18S7, 2i p. 658. 
Brahm, O.: 

Kritiiche Sekrif- 

ten p. 121 ff. 
Freniel, K.: 

Deat. Bundichau 

51, p. 464 ff. 

Lindan, P.: 

Nord und Sud iS, 

p. 267 ff. 
Anon.: 

Viuere Zeit, 1887, 

1 ; p. 840 ff . 
Berg, L.: 

OeieUtchaft. S, 

1887, 2; p. 658 ff. 
Brahm, O.: 

Krititche Schrif- 
ten, p. ISO ff. 

Brand, J.: 
GeieUtchaft, *, 

1888, 2; p. 1180 
ff. 

Bnlle,0.: 
Ibseni ideaU For- 
derungj Qegen- 
roart 83, p. 295 ff. 

Marholm, L.: 
Gegenwart 81, p. 
7ff. 

Sierke, E.: 



Books, Essays 
Zeit, 1887, 2; p. 185 
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Year 
1887, 



Appendix 
Translations 



The WUd Duck 



The Lady from the Sea 
The Featt at Salkaug 



Plays Presented 



The WUd DHdb 



sdbyGoOgle 



Where Presented 



Berlin, 

ResideDEtheater, 
March i. 



Critical Comment 

Vmere Zeit, 1887, 
3; p. 199 ff. 
Willfried, L.: 
Geiellsckafl, S, 
1887, 2j p. 748 ff. 

Anon.: 

Kuntttvart 1, 87- 
88 ; p. 384 ff. 
Brand, J.: 

Ge»ell»chaft, 4, 

1886, 2; p. 1134 

ff. 
Marholm, L.: 

Gegentcart 81, p. 

7ff. 
Schmidt, R.; 

Mag. f. d. Lit. 

109, 1886, I; p. 



Brahm, O.: 

Krititcke Sckrif- 

ten, p. 158 ff. 
Fontane, T.: 

Cauterien, p. 169 

ff. 
Frenzel, K.: 

Deut. Rundtchau 

55, p. 461 ff. 
Hessen, R.: 

PreuttUche Jakr- 

bUcker 61, p. 444 

ff. 
Malkowskf, G.: 

Gegenwart 8S, p. 

158 ff. 

Klein, U.: 
Kumtwart 1, p. 
242 ff. 



Bransewetter, E.: 
Henrik Ibsen, 1828- 
1888; GeaelUehaft, 
4, 18S8, 2; p. 268 ff. 

Eschweg, F.; 
An Henrik Ibten; 
Geielhekaft, i,188S, 
4; p. 794 (Verac). 

Hammer, F, : 
Mein Verkehr mtt 
Henrik Ibien; Ge- 
lelltehaft, 4, 1888, 
2; p. 741 ff. 

Eiihnemann, E. : 
Henrik Ibten* Geif 
tetentteicklung und 
Kuntt; GetelUchaft, 
4, 1888, 2; pp. 725 
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Yew 

1888, 



Append 
TrAiuUtitHU 

Emperor and GalUefin 



PUysP 
Lady Inger 



A Ddl'a House 



The Ladg from tKe Sea 
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Table B 


149 


Where Presented 


Critical Comment 


Books, Essays 


Berlin 


Brahm, O.: 
Krituche Sehrif- 
ten, p. SS4 ff/ 




Berlin, 


Brahm, O.: 




Lessingdieater, 


Krituche Sckrif- 




Not. 


ten, p. ii6 S. 

Hanseii, I.: 
1888, l;p. 488 ff. 
Sine deuttohe 
Nora-AuffShrungi 
GettlUchaft. 4, 




Weimu, 




Jaeger, H.: 


Feb. 12. 




7 b f e n * Kindheit; 
Ubertragen von E. 
Bratueioetter a u a 
Jaegeri Henrik lb- 


Berlin, 


Brahm, 0.: 


» e n, 1828-1888; 


Scbauapielhaus,* 


Kriti$che Schrift- 


Mag. f. Lit. d. Aut- 


March 6. 


ten, p. aS2 ff. 


landei, 1889; p. 289 




Fontane, T.: 


ff. 




Cauterien, p. 192 


Schmidt, E. H.: 




ff. 


Henrik Ibien ala 




Frenzel, E.: 


ptgnktdogitcher So- 




Deut. Bund$ehau 


pkitt. Berlin. 




59, p. S»9 ff. 


Stelger, £.: 




Zolling, T.: 


Der Kampf um die 




Gegenwart 83, p. 


neue Diehtung. Lcip- 




178 ff. 


aic. 
Parodies: 




Klrchbach, W.: 


Gumppenberg, H. v.: 




Mag. f. Ut., 


Die Frau von der 




1889; p. 8 ff. 


laar, oder: Die ver- 




SchoUwock, G.: 


renhte und meder 




Grenxboien 49, S; 


eingerenkte E h e 




1890; p. 187 ff. 


{Drama in etnem 




Tovote, H.: 


Aufzug. Frei nach 




GeaelUchaft, S, 


Ibaen), Munich. 




1889, 2; p. 767 ff. 




• •Oanfwl theater. 


HofbUhne. Hoftfaeater, 


at Berlin. 
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Appeadi 
Translations 



Love't Comedg 



Complete Works, edited 
by Hoffory (1889 
1904); Reclam (1889- 
190S). 



Plays Presented 
Ghosts 



The Pillars of Society 



The Vikings at Helgeland 
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Wbere Presented Critical Comment 



Berlin, 
Freie Biilme, 
Sept. 29. 



Berlin, 
Deutaches Thea- 
ter,' April. 



Berlin, 
Dentaches Tbeti- 
ter, Feb. 12. 



Fontane, T.: 
Cauterien, p. 18S 
ff. 

Afedikus: 
Ibten und die Me- 
disin; Gegenveari 
3i(;p. 200 ff. 

Brahm, O.: 

Krititche Schrif- 

ten, p. 239 ff. 
Harden, M.: 

Gegenwart 35, p. 

270 ff. 

Brausewetter, E.: 
Gegewmart 86, pp. 
170 ff., 185 ff. 



Frenzel, K.: 

Veut. Bundtckau 

63, p. 456 ff. 
Fnlda, L.: 

Freie BUkne 1, p. 

72 ff. 
Harden, M.: 

Gegenwart 87, p. 

126 ff. 



Hartleben, O. E.: 
Der Froich von 
Henrik Ipie. 
Zabel, E.: 
Die MttemachU- 
sonne. 



Andreas-Salom^, L.; 
Die Wildenle, Ein 
Marckenj Freie 
BUhne'l, pp. 849 ff., 
878 ff. 

Bahr, H. : 
Henrik Ibten, Zur 
Kritik der Modeme, 



1890, VlennB, Deutsches Volks- 
tbeater; Budapest, Na* 
tionaltheater 
1991, Berlin, Deutsches Theater 
1894, Berlin, Berliner Theater 
]8SS, Vienna, Burgtheater 
1896, Berlin, Deutschee Theater, 
Lessingtheater 



189S, Berlin, SciiUlertheater 
Dresden, Hoftheater 
Vienna, Deutsches Volka- 

IS97, Vienna, Burgtheater 

Stuttgart, Hofth. 

Hamburg, PoUinis Th. 
1898, Berlin, SchauBplelbaoa 
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Yeu Tiaiulstioiu FU7S Preaented 

1890, An Enem; of the People 



Hedda Gabler 



sdbvGoogle 



Where Presented 

Hofthester, 
Oct. S3. 



Vienna, 
Volksthester, 
Nov. 21. 



Mnnich, 
Beaidmiitheater, 
Jul 81. 



Berlin, 
Lessfaigtheater, 
Feb. 10. 



Critical Comment 

WindholE, J.: 
GeielUchaft. 6, 
1890, 4; p. 1853 



Brahm.O.: 

Kritiiche Schrif- 

feR,p. 815ff. 
Harden, M.: 

Gegenwart S8, p. 

126 0*. 
Scli.,L.: 

Freie BShne 1, 

p. 788 ff. 

MiiUer-Gutten- 
brunn. A.: 
Dramaturgiiche 
Gdnge, p. 165 ff. 

Windholz, J.; 
Geielltchaft, 7, 
1891, 1; p. 115 ff. 

Bormann, W.: 

Untere Zett, 1891, 

1 ; p. 878 ff. 
BrachTogel, W.: 

Freie BUkne 2, p. 

117 ff. 

Anon.: 

Grenzboten 50, 1 ; 

p. 464 ff. 
Brahm, O.: 

Freie BUh»e 2, p. 

170 ff. 
Ftensel, K.: 

Deat. Bundichau 

67, p. 455 ff. 
Harden, M.: 

Gegenwart 80, p. 

14 ff. 



Bei«,L.: 
Hebbei und Ibten; 
Gegenwart 87, p. 21S 
ff. 

Hsnsson, O.: 
Ibten und Sttindberg 
in Deutichland; 
Mag. f. Lit. 1800; p.' 
638. 

Hansson, O.: 
Die Geipemter in 
Parit; Freie BSkne 
1, p. 499 ff. 

Hamack, 0.: 
Ibeent neue Dramen; 
Preuta. Jahrb. 65, p. 
55 ff. 

Marbolm, L.: 
D ie Frauen de r 
tk and. Dichtttng; 
Bukne 1, pp. 168 ff., 
361 ff., 865 ff. 

Pawlowsky, M. : 
Zwei Selbitgerichtei 
Gegenwart 88, p. 
isi ff. 

Oswald, E.: 
Nora und mat aut 
d e m Puppenheim 
ward. Nach dem 
Engliichen det Wal- 
ter Beiant, Hambnrg 

Schellbsa, P.: 
Ibten und der nor~ 
wegiiche Folktcha- 
rakter; Gegenwart 
89, p. 890 ff. 

Stefjnsson, J.: 
Henrik Ibten in 
England; Freie 
Biiine 2, p. 809 ff. 
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Apptndix 



Yew 
1891, 



Plays Presented 



The Pretenders 



An Enemy of the People 



The wad Dock 



3d by Google 



Where Presented 


Critical Comment 


Books, Essays 




Harden, M.: 


Wilckens-Wien, M.: 




Gegenwart 39, p. 


Die Vererbungifrage 




124. ff. 


and Ib»en: Gegen- 




Kana, H.: 


wart 89, p. 115 ff. 




Sie ist Hedda 






Gabler; Freie 






B»ftne,2,p.91ff. 






L., E. and Manth- 
ner, F.: 
Hedda Gabler 










(Zwei Briefe); 






Mag.f.Lit.,lS91, 






p. Ill flf. 






H., O.: 






Preuii. Jakrb. 67, 






p. 310 ff. 




Vienna, 


Baaben, £.: 




BurgtJieater, 


Freie Bukne 2, p. 




AprUll, 14, 17. 


446 ff. 




Berlin, 


Harden, M.: 




Hofbiilme, 


Gegenwart 89, p. 




May 31. 
Vienna, 


865 ff. 
Manthner, F.: 

Mag. f. Lit.. 1891, 

p. 868 ff. 
Schlenther, P.: 

Freie Bukne 2, p. 

546 ff. 

Raaben, E.: 




Burgtheater, 


Freie Bukne 8, p. 




April 16. 


448 ff. 




Vienna, 


Miiller-Gntten- 




BurffUieater, 


bninn. A.: 




April 17; 


DramatuTqiicke 




Volkstheater, 


Gange," p. 178 ff. 




April 16 






(Ibflen Woche). 






• Rqirinte. 
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Year TransIstitMU 

1891, 



Playi Presented 
The League of Youth 



The FeoMt at St^haug 



sdbyGOO^IC 



Where Presented 

Berlin, 
Freie Volksbotmej 
Oct 



Critical Comment 

H&rdenj M.: 

Gegentoart 40, pp. 

254 ff., 270 ff. 
Mauthner, F.: 

Mag. f.LU., 1891, 

p. 670. 



AnoD.: 

Kututwart 4, 

p. 8iS ff. 
Bierbanm, O.: 

Ibten auf der 

Flucht; GeteU- 

tekaft, 7, 1891,4; 

p. 1380 ff. 
Feldmann, S.; 

Pariter Fret* 

B S h n e; Freie 

B&kne, i, p. 476 

ff. 
Eeyher, A.: 
Ibieiu Geipeiuter 

i» Pari*; Mag. f. 

Lit., 1891; p. 664 

ff. 

Anon. ; 

KuKMticart S, p. 

258. 
Hftmftck, O.: 

Ibien m Rom; 

Mag. f. Lit. 1892; 

p. 148 ff. 
M., E. de.: 

Ibtent Nora (in 

Paru): Mag. f. 

Lit., 1802; p. 822. 



Books, EsBKya 



Andreas-Salom^, L.: 
Henrik Ibten't Fraw 
engettalten naeh 
leinen lecht Favtili- 
endramen, Berlin. 

Flauchlen, C: 
Jeiueitt von Ibten; 
Freie BUkne 8, p. 
648 ff. 
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Year Translatdons Plays Presented 



The Matterbuader 



The MatterbuUder 
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Where Presented 


Critical Comment 


Books, Essays 

Malcolm, Lanra: 
Ibten alt Frauen- 
tchUderer; Nord und 
Sid 61, p. 101 ff. 

Nbrdan, Max: 
Entartvng. Berlin 

Odinga, Thdr.: 

- Hewik Ibten. Erfurt 




Holm, E.: 


Herzberg, N.: 




Gegenwart 44, p. 


Sitid Ibten* MctiOff 




31 ff. 


and Pertonen nor- 




Lachmann, H.: 


wegitck; Mag. f. Lit., 




GetelUehaft 9, 


1893; p. 609 ff. 




1893, 1; p. 348 ff. 






Mautlmer, F.: 






Mag. f. Lit.. 1892; 






p. 821 ff. 






Riess, M.: 






Gegenwart 4,8, p. 






39 ff. 






Schnler, A.: 






GetelUehaft 9, 






1893, l;p. S52ff. 




Berlin, 


Anon.: 




Lessingtheater, 


Gegenwart 43, p. 




Jan. 19. 


63. 
Schlenther, P.: 
Mag. f. Lit., 18BS; 
p. 64. 

Hansen, H.: 
Ibsens Komodie 
der Uehe; Mag. f. 
Lit.. 189S; p. 261 
ff. 

Schlenther, P.: 
Bermerkungen su 
Ib»eiu Kaiter und 
GaiaSer; Freie 
Bukne 4, p. 1096 
ff. 
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Year 

18S4 



Append 

Truulationi 



latUe Egolf 



Flayi FRMnted 



3dbvG00g[e 



Where Ptesented 



Crjtic&l Comment 



AnoD.: 
Fur und wider lb- 
ten; Grensboten 
58, 2; p. 614 ff. 

Albert, H.: 
Pariter Brief, Der 
Kampf um Ibten, 
Freie BUhne, S 
1894; p. 517 ff. 

Steinmayer, J.; 
Krafft-Ebing ge- 
gen Ibten; Geiell- 
tckaft, 10, 1884, 
S; p. 546 ff. 



Berg, L.: 

Ztviiohen zwei 

Jakrhunderten, 

p. 420 ff. 
Kerr, A.: 

Mag. f. Lit., IBM; 

col. 1639 ff. 



Books, Esaaji 

Brennert, H.: 

Ibten ait Lt/rikerj 

Gegenwart 45, p. 

182 ff. 
Dresdner^ A.; 

Vom norwegitchen 

Theater; Neue dent. 

Bnndtchau 5, p. 

1144 ff. 
K., J.: 

Henrik Ibten; 

Grensboten BS, 2; 

pp. 254 ff., 814 ff, 
Litzmann, B.: 

Dot deuttche Drama, 

Hamburg, LeipBic. 
Miilily, J.: 

Ibten in Frankreick; 

Gegenwart 46, p. S8 

ff. 
Relcli, E.: 

Ibient Dramen, 

Dresden, Leipsic. 
Schonbach, A. E.: 

Uber Leten und BH- 

dung, Umtchau und 

Battehlage, (4 Au- 

flage), Graz. 
Stira, A.: 

Dramaturgie nack 

kathotircheni Orund- 

tatssen, Vienna. 

Stem, A.: 

Studien xnr Literal 
tur der Gegemirart, 
Dresden. 

Wicksteed, P. H..- 



sdbyGoO^lc 



Yew 

1895, 
con. 



Appendix 

Translations 



Littte Egolf 



Plays Presented 



Emperor and GalUeau. 
Love"* Comedy 



sdbyGoOgle 



Where Presented 



Berlin, 
Deatscbes Thea- 
ter, Jon. 12. 



Leipsic, 

Stadttheater, 
Dec. 5. 

Berlin, 
Belle-Alliance 
Theater, Dec. 



Critical Comment 

Richtcr, E.: 
Geielltchaft 11, 
1895, 1; p. 24] ff. 

Schlenther, P.: 
Neue deut. Rund- 
schau, e, 1865, 1; 
p. 75 ff. 



Anon.: 

Gegenwart 47, p. 

45 ff. 
Schlenther, P.: 

Preutt. Jahrb. 81, 

p. 562 ff. 

Bahr, H.: 
Wiener Theater, p. 
S6ff. 

R., W.: 
Klein Eyolf in 
Parta; Mag. f. Lit., 
1895, col. 764 ff. 

(Brief comment on 
Ibsen in France) 
Mag. f. Lit., 1895; 
col. 1435. 

Harlan : 
Mag.f. Lit., 1896; 
col. 1576 ff. 



Anon. : 
(Brief comment on 
Ibsen in France) 
Mag. f. Lit., 1896; 
col. 14S5. 



Books, Essays 

Henrik Ibien. Attt 
dem Englitchen von 
E. B.; Prevu. Jahrb. 
83, pp. 98 ff., 218 ff., 
470 ff. 
Woemer, R.; 
lb tent Jugenddra- 
men, Mmiich. 



Bcrger, A. Freiherr 

v.: 
Stttdien und Kritiken, 
Vienna. 

Harden, M,: 
Literatur und Thea- 
ter, Berlin. 

Kerr, A. : 
Der Ahnherr; Neue 
deut. Bundtekau 7, 
1896, 2; p. 697 ff. 
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IM 
Year 



Appendix 

Trsnslatioiu 



John Gabriel Borkmfinn 



Plays Presented 



John Gabriel Borkmann 
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Frankfurt a. M. 

Berlin, 

Deatsches Thea- 
ter, Jul S9. 



Critical Comment 

Lier, L.: 

Ztt modemen Dra- 
matik; Kunttvrart 
10, p. 17 ff. 

Schur^, E.: 
Fortrag uber lb- 
ten und d. Drama 
d. InnetilebeTU 
(Brief review of) j 
F r e i e Bukne, 
1S96; p. 609 ff. 



OrcKMboten 56, 1; 

p. 847 ff. 
Avenarios : 

Kututwari 10, 

1896-7; p. 186 ff. 
Berger, A. Freihcrr 
v.i 

CotvtopalU 5, p. 

808 ff. 
Broicher, C: 

PreutM. Jakrb. 87, 

p. 567 ff. 
Sadger, J. : 

GeieUiekaft IS, 

1897, 2; p. 103 ff. 
Sperana: 

SozialittUche Mo- 

p. 67 ff. 

Anon.: 
Gegewwart 51, p. 
&8ff. 



Books, Essays 

Kerr, A.: 

£tn Dramenjahr; 
Neue deut. Rund- 
tchau 7, 1886, 1; p. 
85 ff. 

Nenmann-Hofer, O.: 
DoM Theater in Ber- 
lin; CoMmopolit 1, p. 
2S6ff. 

Schweitzer, Ph.: 
Geachichte der tkan^ 
dtnaviicken lAteratur 
Iffi 19. Jahrhnndert, 
Gera. 

Jaeger, H.; 
Henrik Ibien, 1828- 
1888. Uberietst v<m 
H. Zichalig (2. Aus- 
gabe), Dresden. 

Hanstdn, A. v.: 
Ibten alt Idealitt, 
Lelpsic. 
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Year 
IS&S 



Appendix 
TransUtioiu 



The Warrior'i Barrow 

Olaf LQjekranf* 

(Both in vol. II, Ibsen's 
Complete Works in the 
German Lang., ed. b; 

' Brandes, Eliaa, and 
Scblenther.) 



Plays Freaented 



Emperor and Galilean 



• The first ^pearance of the play Id print; the Norse ori^al n 
poUIshed QDtU IBOS. 



3d by Google 



Where Presented Critical Comment 

Frenzel, E.: 
Deut. Bundickau 
91, p. 147 ff. 

Poppcnberg, F,: 
Mag. f. Lit., 1897; 
p. 182 ff. 

Pastor, W.: 
Dent. Buttdichaa 
95, I, 893 ff. 



Berlin, 
Schiller Theater, 
March 17. 

Berlin, 

Belle-AllioDce 
■ Theater, March 



Gegenreart SS p. 
228 ff. 

Anon. : 

Gegenwart 33, p. 

20isff. 
Frenzel, E.: 

Deut. Rundtchau 

93, p. 812. 
Hart, J.: 

Eitnrifi/art II, 2; 

p. 9. 

KiMttwart 11, 2; 
p. 188 ff. 
Cassel,?.: 
Literaritche Send- 
tckreiben. III, 

Berlin, 1900. 



Bartels, A.: 
Zu Henrik Ibient 
tiebsigatem Gebartt- 
tag; Kuntttnart II, 
1 ; p. 872 ff. 

Bleibtren, K.: 
Ztt Ibtent 70. G«- 
burtttag; Getell- 

tchaft 14, 1898, 2; p. 
38Sff. 

Bransewetter, E.: 
Ibien ait Haute; 
Neue deut: Rund- 
tchau 9, p. 582 ff. 

Busse, C. : 

Der junge Ibten; 
Gegenteart 34, p. 229 
ff. 

Faike: 
Ibten und dai Burg- 
theater; GeteUtckafl 
14, 1898, 8; p. 271 ff. 

Garde, A.: 

Der Grundgedanlce tn 
Ibtent Dichtung, 

ilbertetst von C, 
KSchler, Leipsic. 

Heimann, M.: 
Htnrik Ibten; Neue 
deut. Rundtckati 9, ^. 
230 ff. 

Jerusalem, W. : 
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CITATIONS 

Thats&chlich war dwteh diese beiden StQcke " Der Redaktear " 
and " Ein FallissemeDt " das Drama der Neuzeit in Skandina- 
▼icn cingefiihrt und mit einer Starke iiber die Biibne gegangen, 
wclche alle " Schongeister " Temichten mnsste. Es waren Sig- 
naliaketen, die stun klaren Himmcl emporstieg^ and Salven 
herrorriefen, deren Echo wir noch nicht vergessen liaben. 

Bjomson hatte seine RoUe erast anfgefasst; emstlicb hatte 
er kampfen woUen. Aber das Fublikam hatte sich daran 
gevobnt, darch seine Dichter Vergniigen za geniesscn und wollte 
sic nicht predigen horen. Man liebte es En damaligcr Zeit, schone 
Verse za macben fiber Freibeit oder die Rechte der Menacben, 
aber es waren die scbonen Verse, nicbt die Socbe selbst, an denen 
maa Gef alien fandl 

(Aagost Strindberg: BjSmstjeme BjSmson; Freie Bukne, 
1891, S. 815.) 

Paul Lindaa hat die Empfindung dcs modernen Lebcns, er 
steht inoutten unserer Bewegungen und Kampfe, und fehlt ihm 
der Tlefblick aaf den Grand dieaer Stromungen, in ihre Ur- 
sachen und ihr Wesen, so hat er dafilr die Gabe scbnellen and 
leichten Erfassens der hervorspringendsten Erscheinungen, 
Schwachen and Irrungen des geseUscbaftUchen Vetkebrs . . . 
(Frenzel: Berliner Dramatai^e, I. S. 3I7-) 

HENRIK IBSEN 

Voir Otto Brahu 

AIb icfa letstes Friibjabr nsch Rom kam, sollte ich Henrik Ibsen 
Grfisse fiberbringen. Das Unteraehmen stiess auf die unerwartete 
Sebirieri^uit, dasi die Wohining des Dichters nicht fesbEustellen 
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Tar: denn ireder dia romische Adressbnch, du wenig ireiss, 
noch die romiache Fremdencolonie, die Alles weiss, konnten 
Anskunft geben. Man hatte wohl gehort, dtus Ibaen seit Jahren 
in Rom Tohnt, man sab ihn dann nnd wanii, einsam im 
Menscbengewiihl, den Corso entlang schreiten; aber Niemand 
verkchrte mit ihm in taglichem Umgange, Nienuutd hatte seine 
Behansnng erblickt. Endlicb sagte man mir, dass der Dicbter 
tim die siebente Abendstunde, mit nnerbittlicher Regclmassi^eit, 
einea Gang ins Caf^ Aranjo thoej icfa trat dort ein, nnd anf 
eine ungefahre Beschreibung erhielt ich die Bestatigimg, dass der 
Oesuchte an diescr Stelle taglicher Gast sei. Es mnss wc^ ein 
Dentscher sein, lautete die Auskunft; viele Deutsche griissen ihn, 
aber Eeiner spricht mit ihm. Er sitzt immer gaoE allein an 
seinem Tische. 

Indem kam Ibsen berangeschritten: eine mittclgroaae Geatalt 
TOD kraftigem Ban der Olieder, mit einem energisch anagepragten 
strengen Kopfe, desscn nuichtiger T^pns Michelangelo's Phan- 
tasie hatte anreizen konnen. Grauwebses starres Haar steigt 
voll und hoch empor iiber einer breiten, von Gedankenarbeit 
ansgewolbten Stini; eine Brille verdeckt blaugraue kleine Augen 
nicht, die mit scharfer Aufmerkssmkeit ranherblicken nnd dureh 
Form und Hiille auf den Kern der Dinge zu dringen scheinen. 
Um den fcinen Mnnd, deasen schmale Lippen sicb vorsichtig 
nocb innen snruckziehen, spielt ein leiaea Lacheln; der Bart, 
der nach nnten zn sich verbreitert, ist nach engUscher Art 
gehalten nnd gibt diesem entschlossenen Eopfe den charak- 
teristiachen Abachluss. 

Die Bekanntschaft ward schnell gemacht; imd schnell erfuhr 
ich aaa des Dichtera Munde, wie tief in seiner Anschaunng die 
Einaarakeit dieses Lebenawandels begrtindet iat. Mit seinem 
" Volksfeind " spricht Ibsen: " Der starkste Mann der Welt iat 
derjenige, welcher allein steht." 

{DeuUcke Rundschau 49, 1886; S. 19S.) 

In dieser Stimmang hat er in einer Umgebung, die Goethen die 
Ipbigenie and den Tasso diktirten, den " Brand " vollendet, ein 
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Werk ranheiter Art, von dnroh. and durch protestauUscher 
Parbung, vol! dea kategorischeo Imperativs. Ahet inmitten 
eisenier Willmskiafte hat der Dichter seia Agnes gestellt, ein 
Weib imd Mutter, ebenso hilflos und dem Untergange geweiht 
wie ein veTirrter Scbmetterling in der tmgehenem Gebirgswiiste 
des norwegiscben Fjeldes, eine dichterische Gestalt eraten 
fianges, ebenbiirtig einer Imogen oder einem Gretchen. 

(Emanuel Bruim: " Peer Gynt " von Henrik Ibsen; Maga- 
zin f. d. Lit. d. Auilande$ 90, 1881, 1 ; S. 78-74.) 

Det gamle iUnsoriske Frankrig er slset istykker; nar nu ogaa 
det nye faktuke Prensaen er slaet istykker, sa er vi med et 
spring inde i en vordende tidsalder. Hej, hvor ideerne da vil 
ramie rundt omkring os ! Og det kao sandelig ogsa vsre pi 
tiden, Alt det vi til dato lever pa, er jo dog kun smnleme frm 
revolntionsbordet i forrige &rbundrede, og den koat er jo dog un 
lienge nok tygget og tygget om igen. Begrebeme tneager til 
et nyt indbold og en ny foridaring. Frihed, ligbed, og broder- 
skab er ikke Itenger de samme ting, somi de var i salig guiUotinens 
dage. Dette er det, som politikeme ilcke vil forata, og derfor 
jcg hader dem. De mennesker vil kun specialrevolutioneT, 
revolutioner i det ydre, i det politiake o. s. v. Men alt aligt er 
pilleri. Hvad det gselder er menneskeandens revoltering, . . . 
(Til GeoTg Brandes, Dresden, den 20 December, 1870. 
Breve fra Henrik Ibsen I, S. S20 ff.) 

Wlr baben es. hier {KronprUtendenten) mit einem Stilcke von 
markiger Kraft, von Kiihnheit und Gedankenreicbthnm und von 
einer scbonen Spraebe lu thun . . . und wir konnten uns wohl 
voratellen, dasa dsaaelbe, mit Geschick fiir unsere Biihne ein- 
gericbtet, cinen gaten Erfolg zo gewartigen hatte, Ein gleich 
giinstiges Prognostikon wagen wir dem aweiten Stiicke " der 
Bund der Jugend " jedoch nicbt zu atellen. Dasselbe behondelt 
das Partetgctriebe der Neuzeit, und vielen der gezeichneten Cha- 
raktere begegnen ivir auch bei una; dennoch liegen una die ge- 
acbilderten Verhaltniaae zu fern, als daas wir, bei aller Anner- 
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keimaDg, die wir dem Ban and der Sproche soUen, ein lebhaftcKs 
Interesae daf Sr fasscn kSnnten. 

(J. H.: HenTik Ibsen, ein norweigisclier Diooiatiker; Mag. f. 
d. Lit. d. Auilandei 82, 1872, 2; p. 867 fg.) 

£s iflt eine Vergendimg Ton Zelt, Arbeit nnd Geld, sich mit 
Schauspielen abauqnalen, die trots ihres poetiacben Werthes sich 
niemals anf einem deatscbea Theater einbilrgeni werden, veil 
sie nns in ihrem Kern ewig fremd sind und aein werden. 
{'FKaztl, DeuUcke Bundichaii %, 1876; S. 194.) 

Uberall die Lowenkl&ue des Dichters, nirgends der geborene 
Draniatiker. Das lyrische imd das episcbe Element iibervachem 
so sehr den dramatischen Ban, dass ohne die riickaicbtsloseste 
Anwendung des Rothstiftes gar nicht an die Vorftibmng diesei 
Dicbtungen als Theaterstiick zu denken ist. 

(Frenzel, Deutiche Rnndtchau 14, 1878; S. 489.) 



In Vienna, BeiUn, and Hambarg, the following concltuion 
was Bubstituted for the origjnal of A DoU't Houre: 

Nora: — Dasa unaer Znsanunenleben eine Ehe werden kfinnte. 

Leb' wohl! {WUl gehen.) 
Hkuier: — Nnn dann gehel (Fiuit tie am Arm.) Aber erst 

Bollst dn deine Kinder anin letzten Male sefaenl 
Noba: — Laas mich los! Icb will sie nicht s^hen. Ich kann 

□icht. 
Helukr (xieht lie gegen die Th&r Unkt) : Dn sollst sie aehen. 

(Offnet die Thur und tagt leite:) Siehst dn, dort scblafen 

sie Borglos und rubig; morgen, wenn sie erwachen und mfen 

nach ihrer Matter, dann sind sie — mntterlos. 
NoHA (Bebetuf): — Mutterlos — ! 
Hkluer: — Wie du es gewesen bist. 
Nora: — Mntterlos! (KHmpft innerlich, liuit die Seitettuehe 

faUen und lagt:") Ob, ich Tcrsindige micih gegen midi 
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selbst, aber ich kann sie oiclit rerlassen. (_8inkt halb niedtr 
vor der ThSr.) 
Hklmer {freudig, aber leite) : — Nora ! 

{Der Vorkang faUQ 

Aach der warmste Verebrer des Dicbters . . . wird zugeben 
miissen: das Werk ist Tieldentig. Es feblt die sicbere Ftihnmg 
Ton Stofe En Stufe bis zor Hiibe hinaaf, die eine f reie Ausscbaa 
fiber das Game gewiibrt. Man fiiblt sicb wie in einem Hanse mit 
einer grossen Zahl von Zimmem, dcren jedes drei imd mebr 
Tfaiiren hat, nnter denen die Wafal frei stebt; man bt nie sicher, 
duTcb die ricbtlge gegangen sn sein, nnd im niichsten Ranme 
bebt der Zweifd von Neuem an. Das reizt freilicb, uber den 
Tcrwickdten Plan znr Elarheit zn gelangen, oder mit iiberzea- 
gnng aagen zu kiinnen: Unainn. Wer aber den Verauch machen 
wollte, einen einheitlichen Ged&nken bis ins Einzelne nacbzo- 
veisen, oder nmgekebrt zn zeigen, daas ein einbeitlicber Gedanke 
nicbt aufzu£nden ist, miisstc sicli entachliesaen, einen Com- 
mentar en schreibcn, der leicbt ein Bach werden konnte. 

Anch wep das Ganze ffir ein Bncb mit sieben Siegeln hSlt, 

vird in Einadnen Scenen von grosser dramatiacher Kraft, Stellen 

Ton poetischer Schonbeit, geistrolle Auaprlicfae in FoUe finden. 

(Ernst Widiert: Henrik Ibsen; Im neutH Beick, 1880, 2; 

S. 901.) 

ScMlesslich erinnert sicb jeder Leser, dass Peer Gynt der 
Sobn eines Saufers nnd einer ToIUiiiualerin war, nnd fiingt as, 
das Tbema nidit mebr der Foesie, sondero der Erankbeits- 
geachichte dea menscblicben Geistes zd iiberweisen, wobin es nacb 
nnserer Meinnng ancb bingebSrt. 

(Engen Zabel: Henrik Jbaen; Untere Zeit, 1881, I; S. 9S70 

Der Peer Gynt gleicbt in der Beziebnng msndieQ Mnsik- 
stflcken, die erst oacb wiederholtem HSren sicb nns gleichsam 
entschleiem; einer Bacb'schen Fnge oder einer der letzten gros- 
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sen Eompoflitionen Beethovens. Wie vielei Jahrsehnte hat es 
nkht bednrft, bis man die " Netmte Symphonie " zu schatsen 
rennocbt hat! Man wolle nicht iibersehen, dass der Fidelio bei 
seiner ersten Aaffiibning anf den gtoasten Widerspruch stiess; 
dass ein Dichter wle Heinrich von Kleist mehrere Jahrsehnte 
bedurfte, um anch nnr genannt zu weiden, 

(Emanuel Bnum, Mag. f. d. Lit. d. Autlandet 99> 1881; 
S. 77.) 

Kein grfisserer Schmerz fiir einen Dichter, als die LSgCi 
welche die Welt beherracht; nicht jene naive Liige des phantaaie- 
vollen Menschen oder des Kindes und des Uebertretera, die nach 
einer Aosrede suchen; sondem die allgemeine, konventionelle, 
hochgeachtete Liige, welche sich in Gesellschaft> Politik, Staat 
and Kirche breit macht, mit der Anmassung der Alleinberechti- 
gimg auftritt nnd die Wahrheit rerfolgt. Diese Lfige in jeder 
Form aufzudeckcn and an den Pranger zn stellen, iat seit 
Menander nnd Ariatophones die Anfgabe jedea Dichtets gewesen, 
der aich nicht in eine ideale Welt fluchtet, aondern seinen BUck 
anf die Gegenwart richtet. 

Diesea neneate Drama Ibsens hat die Bedentmig eines die 
Loft reinigenden Gewitters. Es handelt nicht mehr von Hecnba, 
nicht Ton den Freuden and Leiden einer einsamen Menschen- 
aeele, ea fiihrt nns zn den hochaixn Mohen der Menschhdt wie auf 
einen der groaaen schneeigen Bergkoloaae Norwegens und zeigt 
ana iiber dem Qualm der niedem Tallandschaft die silberfnn- 
kelnde Bergreihe einer femen aber erreichbaren Gebirgsweite. 
Mit aiefaerm Schritt, wie ein Alpenfiihrer, leitet er una hinanf; 
denn hier schweigt jedea Bedenken, jeder kleinliche Zweifel. 

(L. Passarge: Ein nenea Drama von Ibacn; Mag. f. d. Lit. 
d. Auilandet 103, S. 98, lOI.) 

Da geschah es einea Tagea, daas wir in das winzige " Stadt- 
theater " in der Lindenatrasse gerieten, zu den " Stutzen der 
GeseUa<^aft"; nnd sogleich empfingen wir die erste Ahnnng 
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einer neuen poetiadten Welt, wir fiihlteQ nns, ein erstesmal, vor 
Menschen tmaerer Tage gestellt, na die wir glanben konnten, 
and ans ciner allnmfasseiiden sozialea Kritik der Gegenwart 
aahen wir die Ideale der Fieiheit vnd der Wahrhcit als die Stiit- 
sen der Gesellschaft, siegrdch emporateigen. Von Stand an 
gehorten wir dieser neaen Wirklichkeitakunst, and nnser astbe- 
tisches Leben hatte seinen Inbalt empfangen. 
(Brahm: Eritische Schriften, S. 447 fg.) 

Ueber all dem bllukenden and schillemden Tbeaterplnnder 
ringsnm gingen una damals die jungen Angen aaf. Wir bebten 
and jauchzten. . . . Wir gingen immer wieder ins Theater; 
tag^ber laseii wir in Wilhelm Langes scheaSBlichem Dcutacb das 
Stiick. Weder die poesieloae, papieme Uebersetzung, noch die 
brettemen Seelen der Vorstadtschaaspieler konnten gegen die 
Gewalten dieser Dichtnng an. So mnaa nennzig Jahre froher 
Schillers Kabale and Liebe aaf die nicbt mehr gsnz onreife 
Jngend gewirkt haben. . . . Inarch dieses Stiick erst lernten wir 
Ibsen lieben, fiirs Leben lieben. Ich darf fiir viele meiner 
Altersgenossen das Bekenntniss ablegen, dass nnt«r dem Einfluss 
dieser modemen Wirklicbkeitsdichtung zur entscheidenden 
Lebenszeit in ons diejenige Geschmackslinle entstand, die fiita 
Leben entschieden hat. Im Zeitalter der genialsten Realpolitik 
herangebildet, trat ans hier die kraftigste Realpoeaie entgegen. 
Aos Handel and Wandel des alltaglichen Lebens, bus Geschaft 
and Arbeit s&hen wir eine Dichtang aafsteigen, die una um ao 
tiefer ergriff, je weniger ons die Epigonen Schillers oder die 
vertrocknete Nachromantik geniigten. £s war eine Lost la 
leben, solange Schiller and Goethe schufen, es war eine Last sa 
leben, solange die Romantik bltibte — nun war es wieder eine 
Lost En leben, denn mit nns lebte ein Dichter, der den inhalt 
muerer Zeit in eigene Hande nahm. 

(Paol Schlentber: Ibsens sSmmtliche WeAe in deatscher 
Sprache, VI, S. XVII, XVIII.) 
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Mit nje skuespil er mx ndkommet og bar raki en Toldaom 
allftrm i den atandinaviake presse. Daglig modtager jeg breye 
og avisartikler for og imod . . . jeg aruei dct for en fold- 
atendig omnlig^ed for tdden at fa dette stykke opfort pa noget 
tysk teater; jeg tror neppc at man i de nordiske lande tor spiUe 
det in den nBrmeste fiemtid. 

(To Ludwig Passarge, Eome, Dec. 22, 1881. Breve, 11, 
p. 97.) 

Die achSne Pflicht, ein ganzea Pabliknm in planmasaigeii 
Zuaammenhang in den Gedankengang dea Dichtera einzafiihren, 
und dnrcb eine Darstellung seiner modemen Scbauspiele, vom 
" Bund der Jugend " an gerecbnet, die dentscben Tbeaterbesucher 
Ibaen-reif zn machenj hat bishcr Niemand eingelSat Aber 
naber oder femer, die Zeit muss kommen, in der die Erkenntnisa 
solcbet Pflicht unter ana aafsteht. Denn bier ist ein Dicbter 
erwachaen, der, allem Epigonentbum entaagend, zom unbekannten 
Strande den Mast ricbtet: den es mit wcbenden Wimpeln einer 
im Werden begriffencn Knnat entgegen zieht. 

(Otto Brabm: Henrik Ibaenj BeuUche BuntUchau 49, S. 
219, 220.) 

Ich babe etwas Abnlicfaes nie vicder erlebt. Nacbdem der 
Vorbang zum eratenmal gefallen war, berrscbte einige Secnnden 
lang tieffste Rube, alles stand unter dem Banne der machtigen 
Dichtung. Dann aber brach ein Sturm, ein Orican, los, wie 
icb ibn im Theater noch nicbt gebort batte. Widerspracbloa, 
einstimmig wurde der Diobter bervorgejubelt, und wilUg, sieges- 
tmnken liess er sich oftmals an die Rampen zfeben, warend ibm 
die bellen Freadenthriinen iiber die Wangen liefen. 
(Lotbar: Henrik Ibsen, S. 112.) 

. . . Wenn die Entwicklung in aller Dicbtung Hleranf zieblt, 
poetiscbes nenea Land dem Lebcn abzngewinnen, gleicfa vie 
Fanst Land abzvang dem Meere — so ist kein nenerer Dramati- 
ker kUbner und groasartiger nacb vorwarts geschritten als der 
Verfasser der " Geapenster." ... 
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Aber was ist denn du \ene, Entscheidende in dem Werke? 
£s ist die anbedingte Wahreit, die luibannherzige, grelle Wahr- 
heit, wcnn man will, in dcr Schildening menschlichet Charaktere. 
Menschen stellt der Dichter vor uns hin, frirfcliche und leibhaftige 
Menschen, in voller Fl^r gesehen, mndum und ganz ; and gerade 
weil tt est wagt, hinter dieae Gestalten so onbedingt zariick- 
zutreten, so neigen di^enigen, die nicht wissen, was das heisst: 
kiinstlerisctie Objectivitat, steta von nenem dazu, dem Dichter 
und seine Menschen zu identifizieren. 

(Brahm: Eritische Schriften uber Drama and Theater, S. 
107 fg.) 

" Bosmersholm." Ibsens Dramen sind ein fortgesetzter 
Eampf gegen die Liige und ein Sieg des Geistes und der Wahr- 
heit Worin liegt ihrc dramatische Starke? In der Handlung? 
£s gibt hondert Stucke mil mehr und aosserlich beteudenderer 
Handlnng. Im Dialog? Es gibt eleganteren, fliissigeren, 
leichter fasslichen Dialog. Im Effekt? Die gemeincn Effekte 
sind fast puritanlsch rermieden. — Ihre sieghafte Starke liegt 
einzig in der Idee, in dcr strikten Auafiihrnng dieser Idee, die 
slchts Tom ihrem Ziel ablenkt — kein falscher Effektzierrat, 
kein Phrasengeschnorkel, keine iiberfliissigen Romankapitel. 
Der eine Gedanke, der das Stiick aufbaut, ist so gross, so wahr 
und erschiittemd, dass er uns fortreisst, erdriickt — mid frei 
macht! Ibsen kennt wie kein anderer modemer Dichter das 
Gebeimnis der dramatischen Wucht. ... 

Es matet nns ja manchea fremdartig an in den Cfaarakteren, 
den Sitten, der Redeweise. Es ist ein anderer, reckenh after, 
rauherer imd zugleich tramnerischerer Menachenschlag, der da 
spricht und handelt — aber wir filhlen doch, so ttnd ao miissen 
diese urgermanischeD Hiinennataren sprechcn nnd handeln. . . . 

Ich glanbe, wir Deatache von heate vennogen'a nicht ganz und 
voU (Ibsen aufznfuhren) — und daa ist aehr schade. Eine bea- 
sere Zukunft mnss bei mis ftir Ibsen nicht nur das rechte Pub- 
likmn, sondem anefa die rechten Darsteller erziehen. Die ewlge 
Franzoselei bat beide unfUiig gcmacht, die wahrhaftige deatache 
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Eunst ans reiner Quelle xu schdpf en — nnd zo ertragen. Darum 
i>t Ibsen so viclen ein Argemis. 

(L. Willfried: Dramatiscbe Litterator; GeteUschaft, 1S87* 

2; S. 748 fg.) 

Zwar Ist es tichtig, dass der Realismus faeutzutage sehi einge- 
rissen ist, das ist aber eine Krankheit der Zeit ebenso wie die 
sentimcntale Richtimg, die den Werther im vorigeu Jahrhnndert 
betvotrief. Fiir diese Krankheit fehlt vorlaufig der Arst, aber 
ich zweifele keinen Augenblick daran, dass er kommen werde. 
Freilich fainterlasst fast jede Krankheit ihre Sparen, wirkt aber 
hiiufig iKuterod and wohltuend auf den ganzen Organismos; 
wir wollen hoffen, dass auch jetzt diese Wirkong nicht ans- 
bleiben vird. So sind der Pessimismus, Realismus, Natnralis- 
mns, etc. nor Geschwiiie, Aiuwiicbse, die vielleicht eine nahende 
Revolution anktindigen, und deren schlecbte Safte ana dem Gan- 
zen, BO lange es nocb gesund und Icbensfahig ist, ebenso mit 
der Zeit ansgestossen werden miissen, wie das fruher nut solcben 
Dingen der Fall gewesen ist. Zudem ist nntet den Realisten 
eine solche Verscbiedenheit, dass man mancbmal kaum weiss, 
iroran man ist, icb mocbte fast sagen, es giebt aoch idealistiscbe 
Rcalisten. 

(H. vob Pilgrim: Die Biibne and ibre Zukonft; Magaain 
f. d. Lit. d. Attilandei 111, 1887; S. 329.) 

Solche Diamen, wie z. B. die von Henrik Ibsen, beweisen 
dadurch, dass sie jetzt gerade Mode sind, wie wenig Lebenakraft 
in ihnen steckt. Es ist niemals Sacbe der Konst gewesen nns 
das Widerwiirtige vorzufflhren, das Ebenmasa und die robige, 
erhabene Schiinbeit sind ibre Kennzeicben; es ist Zeit, dass wir 
UDS wieder die Wortc unseres unaterblicbeu Dicbters ins Gedacht- 
nis zariickiufen: 

Ernst ist das Leben, beiter ist die Kunst. 

(H. von Pilgrim: Die Biihne nnd ibre Zokunft; Magasin f. 
d. Lit. d. Auttandew 111, 1887; S. 8S0.) 
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Es war im Cafe MaximiliaD. Seit Ibaen In Miinchen wohnt, 
ist er dort tSglich zn sehcn, bei jedem Wetterj abends zwischen 
^7 nnd ^8, lu keiner andem Stonde, immer am zweiten oder 
dritten Tischchen rechts vom Eingang, gewohnlich ganz aUein, 
ein Seidel Bier oder ein GlKschen Cognac mit einer Wasserflascfae 
vor sich, in der Hand ein Zeitungsblstt, iiber Tclchea er meistens 
hinausliest mit seinem grossen ruhigen Blick, denn die Menachen, 
die bier ein- nnd anagehen, aind selbst eine Chionika , eine 
lebendigc Zeitungasammlnng, mindestens ebenso wicbtig and in- 
teressant, wie das bedructte Papier der Tagesblstter. Sehr oft 
sitzt Ibsen ancb da wie ein steinemer Gast, anbcweglicb, den 
Blick nach innen gekehrt, die Lippen eingeknifTen, die linke 
Hand anf dem Schenkel, die techte leicht anf daa Marmortiach- 
chen rnhend, die Finger als biellen sie die Feder — wie in 
Gedankea am Werktisch, in absorbierendcr Denkarbeit Dann 
steht er mhig auf, nimmt Stock, Cylinderhnt, Haudscbuhe, die 
immer nebenan auf detn Stuble liegen, nnd geht still zur Tbiir 
hin&ns mit kurzcn, leiaen Schritten. 

Also es war in Caf£ Maximilian. Als ich daaelbst Henrik 
Ibaen zom dritten Male geaehen batte, faaate ich mir ein Herz, 
seine Einsamkeit za storen; ich ging bin and atellte mlch vor. 
£r gab ">ir die Hand und blieb steben; ala daa Formelle weg^e- 
redet war, lud er micb ein, mich zu ihm zu aetzen. Er sprach 
in einem leisen, milden Ton, wobei sein aonst unbeweglicbes 
Gesicbt einen nngemein gewinnenden, warmen Ansdmck bekam. 
Ich babe ihn seitdem nie andera sprecben hdren. 

(Frita Hammer: Mein Verkehr mit Henrik Ibaen; Oaell- 
tchaft, 1888, 2; S. 741, 7*8.) 

In Danemark und Notwegen ist die Blihnc wiap, Eatheder 
geworden, anf dem die Fraaenemancipation, das sociele Weaen 
der Ehe, die Kindererziehimg, die Unsittliebkeit der oberen 
StJinde, das traurige Looa der Madchen aus dem Volke, der 
Eampf gegen Branntwein erortert werden; die dramatbche Form 
wird nicbt der Kunst, sondern ihrer starkeren Wirkung auf 
grease Masaen wegen gewaMt. Abaicbtlicb atellt sich das 
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dichterische Talent in den Dienst der Volkswolilfahrt; fiir den 
Realismns, der nach Wahrlieit nnd nicbt nach Schonheit verlangtj 
mttwen schliesalich die Zwecke and Miichte, die mit der Kunst an 
sicli nicbts zu than habcn, die Hsnptsaohe vctden. In diesen 
Gleisen wandelt Ibsen, seit cr das Stuck " Stiitzen der Gesell- 
schaft " schrieb, nur daas seine Tendensen bei dem Scbleier, der 
aiif seinen letzten Werken rubt, dem Zuhorer unklarer bleiben 
and der Beat von Idealismus, der in ibm steckt, immer in die 
realisticbe Fabel und Cbarakteristik ein phantaatichea Element 
bineinscbmnggelt. So filhlt der Zuscbauer wohl, daas die Ab- 
sicht des Dichters in dem Schauspiel " Die Wildente " dshin 
gebt, die Erbarmlicbkeit nnd Nichtawiirdigkeit dea Lebens and 
der Dnrcbachnittsmenscben gegeniiber der " idealen Fordemng " 
darzostellen and die vollige Trostlosigkeit aelner Weltanscfaanong 
snm ergreifenden Anadruck za bringen; aber dieae Empfindnng 
wird beatandig darch die Betracbtang verwirrt, daas Gregers 
Werle, der die " ideale Forderung " stellt, ein Narr ist, dessen 
t&ppiachea hereinfahren den Tod eines liebenswiirdigen Kindes 
verscbuldet, wiibrend er einen moraliscb geaunkenen Frennd zn 
einem ncnen Leben erbeben will. Wie Johannes Hosmer ist 
anch Gregera Werle von der fixen Idee beseasen, ans Alltagsmen- 
scben " Adelsmenscben " machen sn wollen, nm nacb dem Scbei- 
tern seines Veraaches zn erkennen, daas er keine andere Bcstim- 
mung bat als der Dreizehnte bei Tisch xu sein. 

Dieae Unklarbeiten, dieser Mangel an Freimntb, die Dinge 
bei ibren wabren Namen zn nennen, sind cbarakteriatiach for 
Ibsen's Darstellnngsweise; wir, die Zuscbauer, sollen erraten, 
iras er, der Dicbter, nicbt klipp und klar zu sagen wagt. 

Die Scbildemng der vier Personen, ibrer Umgebimg in der 
Miacbnng von Diirftigkeit und Pbantastik, die Trottelliaftig^eit 
des Alten, Gina's Resolutheit, das Terachwommene, verlogene, 
schauspielerische Wesen Hjalmar's, der poetiscfae Daft, det 
Hfvng nmscbwebt, ist in ibrer Wabrbeit und ibrer eigentbiim- 
licheo Localfarbe bewundemngswiirdig nnd von ergreifender 
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Wiiknng. Selbst die Symbolik mit der Wildente stort nicht 
allstuehr; man gewohnt sicli an das abenteuerlichc Geschopf des 
DicIiterB, so gleicbgiiltig es auch fiu die Handlung iat. 

(Karl Fienzel; DeuUche Rundtckau 55, S. 461, 162, 468.) 

Danim beruhrt una jedes neue Werk Ibsens wie eine Ent- 
decknng auf dem Gebiete der dromatischen Ennat, eine Erweite- 
rung ihrer Grensen. Das Stndium dieses Dicbters aber sei alien 
empfoblen, die das Scblagwort der UnfSbigkeit onserer Zeit zma 
Drama nacbbeten. Tor allem aber sei es empfoblen den jnngen 
Dentscbland. 

Ibsens Dramen sind die beste Poetik fiir angehende Dramatiker 
(vomit natiirlicb noch lange nicht die Nachalimimg empfoblen 
sein soil), sie sind auch die beste Etbik for wcrdende Manner. 
(Julius Brand; GeaelUchaft, 1888, 2; S. 1137-S8.) 

Fast konnte man sagen: Ibsen ist Hebbel redivivus in voll- 
kommeneTer Gestalt. £r ist gleicbsam seine Erfiillimg. Bei- 
nabe Alles, vas Hebbel versucht, hat Ibsen erreicht; was jener 
gewolU, hat dieser durchgesetzt. Wo bei jenem nur nocfa ein 
dunkeles Ressentiment bestand, heerscht bei Ibsen belles Be- 
Tosatsein und voile Klarheit. Es gibt vielleicht nicht bald ein 
zweites Beiapiel in der Utteratnrgeschichte, vie das an dem 
eincD Ort nnterbrochene Schaffen fast unmittelbar an einem 
anderen aufgenommen vird: der Eine ist die Voraussetzung des 
Anderen, vie dieser die Rechtfertigung des Ersten. 

(Leo Berg: Zwischen irei Jabrhnnderten; Hebbel und lb- 
sen, S. 260.) 

Der game Ibsen ist also eine alte deutscbe Melodie, iiber deren 
Sinn sich unsere Vater bereits den Kopf zerbrocben hatten, z. B. 
der alte Vischer, der den Hebbel sein Lebtag bevnndert nnd 
geliebt, aber nie begriffcn hat.) 

(Berg: Hebbel und Ibsen, S. 872.) 

Ibsen iat ein grosses dkfateriscbes Genie and er hat eine ganze 
Reihe Ton Stilcken gescbricben^ die unsere Bevtrndemng vei- 
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dlenen. Die " Geapenster " aber k5nneii wir nicbt dasa zjihlen. 
Die kiihue, rlelTermogende dramatische Gestaltimgakraft des 
Dichten, imponirt uns auch in dem techniscben und psycho- 
logischcQ Aafbaa dieses Diamas, tmd Ibsen's Kanst der Charak- 
teristik ist in dco " Gespenstem " bo gross wie in seinen reifsten 
Scbopfungen; aber das WiderwSrtige «u adeln, das Willkiirlicbe 
der Erfindung zn mildern, das bat seine Knnst nicht rermocht. 
Schiller betrachtete die Scbaubiihne als moraliscbe Anstalt, Ibsen 
betracbtet sie in den " Gespenstem " als Straf anstalt fiir die 
Gesellscbaft, als einen Sezirsaal. £r wOl uns nicht mit Worten, 
nicbt mit schonen Sittensprnchen bessern, er kommt mit dem 
Mesaer des Anotocoen and beweist ons als Vivisektor an den 
lebendigen Menachen seiner Dicbtang, was aus nnseren Nach- 
konunen wird, weim wir lasterbaft sind. . . . Und er verstrickt 
sich scblieaslicb in all' jene IrrthSmer und Willkiirlichkeiten, in 
welche nnsere philosophierenden Natnrwissenachaftler so haufig 
verf alien. 

(Adam Miiller-Gnttenbronn : Dramaturgiscbe Gange, S. 
166.) 

Man moss diesem Abscblusa des peinlicben Stiickes eine 
gewaltige poetiscbe Kraft snerkenneD. Aber za spat hat Ibsen 
sIch daran erinnert, dass er Dichter ist; der Leser kann sicb dem 
Eindmck dieser Poesie viellcicht hingeben, der Zuscbauer im 
Theater bat schon die Flncht ergriffen, wenn die Sonne fiber 
den Sumpf emporsteigt. 

(MiiUer-Guttenbrunn: Dramaturgiscbe Gange, S. 170.) 

. . . Denn dies zuerst imd zuletzt treibt sie in ihr patbolo- 
gisches Thun, treibt sie in den Tod: Dass sie dem migeliebten 
drolligen Manne ein Kind gebahren soil, einen leibbaftigen 
kleinen Jorgen, wahrend Losborg's und Thea's geiatiges Kind, 
das groase Zuknnftswerk, den Namen des gliicklicberen Paares 
zu den Stemen tragt. Und dann all dies Hasslicbe, dies un- 
f reiwlUlg Drollige, was sich fUr ihren egotistiachen Schonheits- 
sinn an das Mutterwerden kniipft, die lacbelnden Bemerkungen 
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der Intimen, das Krankenbett vielleicht und der Verlust ihrcr 
reifen Rdze — " stUl davon ! " raft zomjg sie dem Ratbe za, 
" nie sollen sie etwas derart erleben." . . . Eine Versorgungs- 
Ehe hat sie, tinfahig ihr eigenea Leben zn gestalten, eiugehen 
mussen, und an dem Widerspnich zwischen den verbildeten 
aozialen Zustanden, die aie so weit getrieben, und dem freien 
Willen eincr starkeren Natnr, die die Horigkeit nicht dulden 
kann, zerschellt sie: geiade hier etweitert sich, was ein eng 
psychologischer Vorgang schien, zaxa modemen Weltbilde. £iu 
sozialer Typns wird deutlich, vie Nora, wie Ellida; und was 
der Meiater, in die Zukunft hellen Sinnes blickend, so geschsffen, 
kann weder durch torichtea Einreden noch durch aeelenloaes 
Darstellen dauenid verdunkelt werden. Auch weun " Heddft 
Gabler " jetzt von der Buhne verschwindet, sie wird wieder- 
kehren . . . und waa sie dramatisch gilt, werden wir durch die 
Eontrolle der Biihne dann erst erfahren. . . . 
(Otto Brahm; Freie Buhne II, S. 171.) 
(Brahm: Kritische Schriften, S. S24, 325.) 

Was wollte denn eigentlich dieaer Martin Greif P Ich varstehe 
nicht. Was schreibt er denn fUr Dramen? Die Dramen von 
Lcuten, die langat todt sind, die er nietnals gekannt. Kann 
man fiber Unbekannte Dramen achreiben ? Was gehen dem 
Martin Greif die Todten an? Er soli sie docli in Rube lassen 
und die Lebendigen dramatiaieren soviel er will. Jetzt atort er 
die todten bayeiiacheu Fursten in ibrer Grabesrube. Wenn er 
mit dieaen fertig ist, kommen wohl die hohenzoUerischea dran. 
Ea ist wahr, es gibt genng todte Fiirsten. Die Geschichte ist 
gross. Aber daa iat heute doch nicbt die Aufgabe der Dramatik. 
(Lothar: Henrik Ibsen, S. 127.) 

. , . Eb scbwirrt und rauacbt bier durcheinander wie in einer 
grossen Symphonic, und dieae Symphonie ist nichts anders als 
die Oavertiire zn Henrik Ibaens moderner Produktion, Schon 
hier klingen aUe I^itmotive vor. Als Biachof Nicolas den 
verhiingnissTollen Brief des Ffarrers Trond in Handen halt. 
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n^ er: "Hier hlnter diesem d&imen Siegel liegt Norveg's 
Oeschichte filr bundert JAhre. Sie liegt and triinint, wie der 
jnnge Vogel im Ei! " So liegt and trXamt in den KronprSten- 
denten Ibsens modeme Dichterseele. . . . 

Wcnn wir ons dem historiacben Stoffgebiet so sehr entfremdet 
luben, dasa trots ihrcn rein menichlicfaen Conseqoenzen aach 
die Kronprtttendenten etwu erksltend Haapt- und Staats- 
actionmaaaiges haben, id aind Haaptarsache daran Ibsen's 
" Wildente," Ibsen's " Geapcnater," Ibien's " Nora." . , . Es 
gibt aach in der Knnat eine Art Stoffwechael, nnd vie Formen 
veralten nnd entatehen, so cntstehen and veralten aacb Stoffe. 
Das bistortacfae Drama entspricht nicht dem Geiste anserer 
Zeit. . . . Das apiirt man aacb am Eindrack der Eronpriitendeii' 
ten, , . . Ea kommcn nan nene Wege, and erat eine feinere, 
viederum veranderte Zeit wird sorUckkehren zn edit dicltte- 
rischer Anschsuong hiatoriacber Vergangenheiten. Trotcdem 
sollten unsere Theaterdirektoren und Dramatiker aicb darch 
solche Erwiigungen nicht von dem Gedanken abbringen laaaen, 
aucb Ibsen'a groaates Werk, aein Wcltdrama " Saiser and 
Galilaer " auf Biitmenfabigkeit bin cu priifen. Dcnn dieaea 
Werk nmfasst keine In sieb abgeschlossene Zeit, ea tunfaast, wie 
Goetbe'a Faaat, die Welt 

(Paal Scblenther; Freie Bihne II, S. 518, 549.) 

Gescfaichtlicb betrocbtet war es doch cine onabweislicbe Not- 
wendi^ccit, dass Ibaen, ala cr mit seincn modemen Stiicken an 
ana kam, Vorbild des deatschen Dramas werden musste. Denn 
was man als Anfgabe abnte, fand man bei ihm zuerst klar 
crkannt, bestimmt ausgedriickt kUnstlerbcb verarbeitet; nnd icb 
wiisste nicbt, bei wem man SMist bStte dieae Vorziige finden 
konnen. 

(Albert Dresdner: Das Dritte Drama; Der Kuyuiwart IV, 
S. 290.) 
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Der Knnstwart, V (1891-a2), p. 238 
AnonymouB review of an article in the dUg. Zeitg. by Emat Gnad. 
Quoted from Gnad; 

" Aos Ibsens Wcrken webt uns der Lufthanch einea kommendCD 
Jahrhnnderts entgegen, worm vielea fallen boU, was wir biaher 
als sichere Gnmdpfeiler unseres Daseina betrachtet haben. Der 
vocllige Brach mit allem wbklich oder scheinbar Ueberlebten 
giebt itmeii ein gans modemea Gepraege in einer Zeit, die, wie die 
nnsri^, von dem dunkeln Vorgefuehl grosser Umwaclsungen auf 
alien Gebieten des Lebens erregt und beimruhigt wird." 

Faat mit jedem Ibsen'scheu Drama bcbt sich ana einem ver- 
borgenen Reich eine mystiche Kraft in nnsere Welt, die Leben 
gewinnt, indem sie beim Namen genannt wird, zn der wir selbat 
IXngst in onbewnsster Beziehung gestanden. Im Baumeister 
Solneas ist es das Unmoglicke. Er hat einmal daa Unmogliche 
getan. Cber die Grenzen aeines Vermogens binans cine That, 
die ihm in der Erinnerong ala etwaa Fnrchtbares and tJbei- 
menschliches nnd zugleich als die fliichtige Erfiillang seiner 
hSchaten Sehnsncht eracheint. 

(Hedwig Lachmann; GeaelUchaft JX, 1898, 1; S. 848- 
849.} 

Gott iat todj nicfat nur fiir den einsamcn Griibler Ist er tod; sie 
haben l&igst anch den froben Eindern des bonten Lebens den 
Glanben an ihn genommen. Und dieser Wabn war cben nor 
einer von vielen. Die anderen WahnbegriS'e — oder: Ideale — 
verainken wie er. Nichts Edles bleibt, keine sogenannte Liebe, 
nicbts Feststebendes, kein Streben, das des Strebens wert 
ist, keine GlScksmo^chkeit. Das Gesets der Umwandlung 
herrscbt; die H&Uen sinken nnd was hold and lenchtend erscbien, 
ist kalte grane Selbstsucbt; der Mensch hat nichts so eigen, wie 
sich selbat; nicht zwei Seelen in der weiten Welt gehoren xa 
einander. S. 1640. 

Was ieh an Klein Eyolf iimig bewundere und verehre, nnd 
wonnf es ankommt, iat: daaa dieses Werk gewisae Empfindongen 
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wachruft, die due schlechtweg religiose Gewalt h&ben, and das 
ea etwas bietet, was nur die grossen Schopftmgen grosser Men- 
scfaeti bieten : Ewigkeitsperspektivcn. S. 164i8. 
(Alfred Kerr; Mag. f. Lit., 1894.) 

Der von der Tageskritik vergeblich angefcKhtene Ibsenglaube 
trinmphirt: Die Thoren, dass sic wahnen, dieser Maim werde 
jemals Sieches und Schwiichliches in die Welt scbicken! Er- 
lahmt seine Ktmst, so werden sich die auf einander gepreasten 
Lippen eben noch fester schliessen, nnd er vird verstunuuen. 
Ancb seine KUnstlerscbaft wird in Scbooheit nnd Kraft aterben. 



Nicht minder unwahr ist die sicb wiederbolende Versichemng, 
die Alterswerke entbcbrtea der Bahnenwirkung. Gewiss, bei 
einem eiligcn, stumpfen Publiknm, das zwischen Geschaft und 
Sonper schnell ein paar Erregungen erhascbt! Einer binge- 
bnngSToUen Ennstgemeinde sind gerade die letzten Schdpfungen 
Ibsens Offenbanmgen des hochslen Genius, deren erscbiittemde 
Wirknng nicht ibresgleichen hat. Icb babe Klein Efolf in 
miissiger Daratellnng anf der Biibne geseben, vor einem Fub- 
likum, das keinen weiteren Vorzug hatte, als dass es nicht blasirt 
war und den naiv-heiligea Glauben an die Kunat beaass. Icb 
babe nie ein Fnblikum in dner Jtbnlieben Ergriffenbeit geseben. 
Freilich stromen diese Werke Wirknngen ana, die nicht in der 
Garderobe bereita erloscben. Sie begleiten uns anf die Strasse, 
in's Hans, in dea Tranm und erwachen mit nos vieder. Icb 
faSrte damals die Antvort einer Fran anf die Frage, vie ibr 
Klein Eyolf gefallen: Icb welaa noch nicht. Das naive Ge- 
stSndniss seigt die einzige Moglicbkeit eines Verhaltnisses zo 
Ibsen. 

Ibsen ISsst sich nicht auf platte Formeln ziehen. Das Uoend- 
Ucbe ist in ihm. Wie in Natnr und Leben bleibt in seinen 
Dichtongen ein Rest des Unergriindlicben. Die Vieldentigkeit 
ist die dichterische Lebenskraft seiner Werke. Ein simpler 
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Vorgang, in ssaberster Arbeit luckenlos gefiigt . . . steigt zot 
feierlichen Trans zendenz empor. Es sind Marchendramen In 
Geist, Wirklichkeiten in Staff. Musikaliscbe Stinunimgen liegen 
liber dieaen Dicbtungen gebreitet, feat begrenzt in der Gefiihls- 
farbung, Eerflattemd im begriSicheo Aosdrock. 

(Sperans : Banquier-Symbolismus ; SosialuiUehe Monatt- 
Hefte, Heft II, 1897; S. 87, 88.) 

En spillemand bar ikke bjem eUer bo, '. 

bsns bu Bteevner vidt, ban aldrig finder ro! 

Hver den, som ejer en sangbund i sit bryst, 

ban er bjeml0s i dale, ban er hjemlffs red kyat; 

i liens l0vsal, pa den gr0nnende eng 

ma ban syage og rftre den dirrende streng, 

ban mA lure pa det lir, som l^nligt bor 

under fossens veld, ved den Tilde fjord, 

ma Inre pa det livj som i brystet banker, 

klsede folkets dr^mme i toner og ord; 

og klare dets gserende tanker! 

(Olaf LUjekram, Tredje Akt, Hende Scene.) 

Miinchen, den 18. Februar, 1887. 
Herr stud. art. Sjflm Kristensen. 

Krayet pa arbejde gar g&nake visst igennem " Rosmersbolm." 
Men foruden dette handler stykket om den kamp, som etbvert 

alrorligt menneske bar at besta med sig selv for at bringe sin 

liTsf^relse i samklang med sin erkendclse. . . . 

Men fflrst og fremst er stykket natnrligris en digtning om 

mennesker og menneskeskubner. . . . 

(Breve fra Henrik Ibsen, S ; S^ 168.) 

MUncben, den 4. December, 1890. 
Herr greve! 
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Det cr i dette atykke ikke egeotlig salcaldte problemer, jeg 
bar villet behandle. Hovedsagen bar for mig Tieret at skildre 
menneslceT, menneskeatemniager og metmeskeskiebiiet pa gnmd- 
lag af nsse gieldende samfmidsforhold og an^nelser. , . . 
(Bt&rc fra Henrik Ibsen, i; S. 193, 194.) 
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